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CINEFANTASTIQUE is published each and every month, with issues 
jam-packed with the latest stories on the hottest films you want to see. 

Don't miss our next issue (shown left), our cover story on the making 
of TOMORROW NEVER DIES, the latest entry in the enduring James 
Bond movie saga. London correspondent Alan Jones files his report from 
the Pinewood Studios set to chronicle the filming of the 18th 007 adven¬ 
ture, including interviews with Bond star Pierce Brosnan, director Roger 
Spottiswoode, Bond femme and Hong Kong action star Michelle Yeoh. 
Bond villain Jonathan Pryce, and more! It's detailed, in-depth coverage 
as only CINEFANTASTIQUE knows how, sure to leave you stirred, but 
not shaken, to see the film’s December 19th debut. 

And in the same issue. Wes Craven and screenwriter Kevin Williamson 
on the filming of SCREAM 2, director Kevin Costner on THE POSTMAN, 
his apocalyptic vision of future America laid waste, plus the latest news 
and reviews of the world of horror, fantasy and science fiction films. 

Subscribe today at the special low rate of just $48 for the next 12 is¬ 
sues, and select one of our collector's editions or recent back issues 
shown below as your free gift! Subscribe or renew for two years (24 is¬ 
sues) for only $90 (a savings of over $50 off the newsstand price!) and 
take two back issues of your choice free! Act now—it doesn’t get any bet¬ 
ter than this! 

Subscribe Now at Money-Saving Rates and 
Take Any Back Issue Below as Our Gift! 
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We atl know violence and killing are 
fun, or at least they seem that way in the 
movies. Especially in cinefantastique, the 
one-step remove from reality grants a 
kind of license to play out adolescent 
male fantasies without any consideration 
of realistic consequences. For example, 
the fact that STAR WARS is set “a long 
time ago in a galaxy far, far away" means 
that countless storm troopers can be 
mowed down by good guys to wild 
audience approval; the film is too far 
removed from reality for this to be 
objectionable. On the other hand, films as 
diverse as RAIDERS OF THE LOST ARK 
and INDEPENDENCE DAY place their 
fantasy threats closer to home and use 
them to arouse feelings of simple-minded 
patriotism that justify violent action that is 
not presented as a necessary evil but as 
something actively to be enjoyed. 

STARSHIP TROOPERS exploits this 
gung-ho attitude to great—but ultimately 
subversive^ effect. The film invokes all 
the usual propaganda devices to make 
audiences eagerly anticipate the battle 
scenes; Paul Verhoeven presents the 
benevolent face of Earth's one-world 
government with a strong underlying 
irony, but he uses the alien threat to 
make you overlook the blatant fascist 
undertones—you want to be on that drop 
ship, doing your part to protect the status 
quo. But ultimately, the whole thing is a 
clever feat of directorial manipulation. 
Having practically hypnotized viewers 
into accepting the pro-fascist state of 
mind. Verhoeven hits them with carnage 
of an incredibly graphic level—an all-out 
visceral assault that seems designed to 
shock viewers into a new awareness. 
Without directly challenging the political 
system in place, this initial defeat does 
show the dangers of blindly following the 
planning and pronouncements of that 
system. While the war itself still remains a 
necessary means of survival, undermined 
is the sense of fun that so often seems to 
be the raison d'etre of genre entries like 
STAR WARS and RAIDERS OF THE 
LOST ARK. It's a daring, applaudable 
approach, one that successfully allows 
the film to eat its cake and have it too. 

Steve Biodrowski 
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BACK IN BONDAGE 

Tomorrow Never Dies 
(MGM/UA) 
Advanced footage screened by the stu¬ 
dio earlier this year was truly spectacu¬ 
lar, promising that this entry in the Bond 
series will far surpass its predecessor, 
GOLDENEYE. The pre-credits se¬ 
quence is breath-taking; Teri Hatcher is 
an alluring Bond girl; Jonathan Pryce is 
an amusing monomaniacal villain; 
Michael Yeoh (a.k.a. Michelle Kahn) gets 
to show off her martial arts moves with 
aplomb; and Pierce Brosnan is in fine 
form as 007. Desmond Llewelyn returns 
as Q, and Judi Dench makes a second 
appearance as M. Roger Spottiswoode 
directed from a script by Bruce Feirstein. 
SEE PAGE 8 

December 19 

Alien: Resurrection 
(Fox) November 28 
Advance word from audience test screenings has been 
positive, indicating that French director Jean-Pierre Je¬ 
nnet has managed to adapt his distinct visual style to the 
rigors of Hollywood filmmaking. According to Fox exec 
Jorge Sarafegui, the selection of an untried director to 
helm the franchise installments is a matter of show-busi¬ 
ness reality "Major directors don't want to do a sequel, 
because they don't see an upside,” said Saralegui. They 
will do sequels of their own franchise, but why would they 
want to follow in the tracks of Ridley Scott and Jim 
Cameron and, in hindsight* David Fincher? Then it be¬ 
comes a matter of do you want to stick your neck out and 
go with somebody who has a realty distinct vision? Or 
somebody who is very competent and will deliver a very 
effective version of a highly commercial script. We did 
want a distinct talent * SEE PAGE 12 Date Kutzera 

An American Werewolf 
IN London (Hollywood ) December 25 
In an impressive piece of corporate synergy, this picture 
from Disney's subsidiary division was pushed back from 
an October 3 release to replace the sequel to 
SCREAM, which had been rescheduled from December 
12 by Dimension-Miramax, which was bought up by 
Disney a few years ago. Then dimension threw a mon¬ 
key wrench into the works by shifting SCREAM 2 back 
to December 12. Hollywood Pictures obligingly moved 
this film out of the way, to December 25 The trailer fea¬ 
tures some obvious CGI effects that belong in a virtual 
reality simulator, not in a movie. SEE CFQ 29:6-7. 

Anastasia (Fox) November 21 
Directed by Don Bluth and Gary Goldman (the team be¬ 
hind THE LAND BEFORE TIME), this first film from 
Fox's new animation unit hits theatres after months of 
preparation and build up ‘It's an amazing process,' 
said producer Maureen Donley, who also worked on 
many Disney efforts ‘It goes on for so long, because 
it's such a huge endeavor You're talking about a collab¬ 
oration of many people. Even after having gone through 
it on LITTLE MERMAID. BEAUTY AND THE BEAST, 
and ALADDIN, it's still very exciting to watch." SEE 
PAGE 32. Mike Lyons 

FLUBBER (Disney) November 28 
Robin Williams stars in this retitled remake of THE 
ABSENT MINDED-PROFESSOR, which puts consid¬ 
erably more emphasis than its predecessor on the ti¬ 
tle substance, which takes on a life of its own. Where¬ 
as the original was short on effects (primarily the fly¬ 
ing Model-T and several high-jumping basketball 
players), the remake will feature extensive computer 
generated imagery, supervised by Tom Bertino of 
ILM. ‘In the original, what we did see of the Flubber 
was very limited by the technology of the time. It did¬ 
n't look like it was coexisting with the live-action at all 
convincingly. Hopefully, we've jumped that hurdle.* 
SEE PAGE 10. Patrick Legare 

The Little Mermaid 
(Disney) November 14 
Earlier this year. Disney announced a November 26 re- 
release tor this film, which would have opened it shortly 
after ANASTASIA. Now, they've changed their minds 
and decided to get a jump on the upstart competition by 
opening the film a week before the new animated effort 
from former Disney employees Don Bluth, Gary Gold¬ 
man, and Maureen Donley. It just goes to show, you 
don't mess around with Mickey. SEE PAGE 38 

Mortal Kombat: Annihilation 
(New Line) November 21 
Much of the appeal of MORTAL KOMBAT I rested on 
its Fant-Asia style fight sequences For the sequel, fight 
choreographer Pat Johnson and star Robin Shou set 
out to top the original in this regard, creating fanciful 
footwork without going so far over the top as to leave 
American audiences behind. Said Shou. ‘Some choreo¬ 
graphers can be too technical with the martial art. I 
might be wrong, and I might be criticized, but I feel a 
movie has to be entertaining, and it's okay to be a bit 
stylish. MORTAL KOMBAT can be stylish without going 
over the top In ANNIHILATION, I am trying to find a 
style somewhere between Hong Kong and American 
style martial arts, taking a bit of Jet Li and a bit of 
[Steven] Seagal, to find a new form of martial art.' SEE 
PAGE 14 Craig D. Reid 

Office Killer 
(Strand) December 3 (exclusive) 
This low-budget horror effort from Good Fear (the genre 
division of Good Machine, also responsible for LOVE 
GOD) hits the art houses for a limited engagement. 
Carol Kane. Molly Ringwald. and Jeanne Tripplehorn 
star SEE PAGE 42. 

The POSTMAN (Warners) December 26 
Kevin Costner steps behind the camera for the first time 
since winning an Oscar for DANCES WITH THE 
WOLVES Costner also stars as a wandering messes 
ger in a post-apocalyptic world where society has been 
reduced to isolated hamlets. The futuristic thriller was 
adapted by Brian Helgoland and Eric Roth from the 
novel by David Brin SEE CFQ 28:8:5* 

SCREAM 2 (Dimension) December 12 
A December 12 date was temporarily abandoned for 
this sequel to last year's sleeper success. Then it was 
reinstated after execs saw a rough cut of the film.\ 

SPHERE (Warners) February 13 
Originally set to open in December, this big-budget 
adaptation of Michael Crichton's bestseller was moved 
back to allow more time for marketing and post-produc¬ 
tion. Barry Levinson directs Dustin Hoffman and 
Samuel L Jackson. 

THE EYES HAVE IT 

5. MACOO 

Mr. MAGOO (Walt Disney) 
Leslie Nielsen plays a live-action ver¬ 
sion of the well-known, animated char¬ 
acter. When a stolen gem lands in the 
possession of the nearsighted million¬ 
aire, a sinister plot is hatched to steal 
it back. Perpetually the target of evil 
culprits, the bumbling Magoo man? 
ages to consistently escape un¬ 
harmed. totally oblivious to the dan¬ 
gers that surround him. Hunted by 
robbers and set-up by a conniving fe¬ 
male thief. Magoo ultimately nabs the 
villains with the help of his nephew 
Waldo and his trusty bulldog Angus. 
SUPERCOP-director Stanley Tong 
(making his US debut) directs, from a 
script by Pat Proft & Tom Sherohman. 
Kelly Lynch, Ernie Hudson, Stephen 
Tobolowsky. and Malcolm McDowell 
co-star. 

December 25 

Upcoming cinefantastique at a 
glance, along with a word or two 

for the discriminating viewer. 
compiled by Jay Stevenson 
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Modesty 
Blazes Again X: The Unknown Title 

Fox keeps a tight lid on the secrets 
of “the X-FILES motion picture. ” 

The top-secret feature film version of Fox's THE X-FILES television show 
quietly began production disguised under the title of BLACKWOOD. 

by Douglas Eby 

Keeping tight control of any sto¬ 
ry details. 20th Century Fox is not 
yet even releasing a final title for the 
feature film based on its hugely 
popular and Emmy-winning series, 
THE X-FILES. At one point, the in¬ 
tentionally misleading title BLACK¬ 
WOOD was attached, and there are 
baseball caps and directors chairs 
with that name to be seen on Stage 
14 of the Fox lot. where a recent 
press junket was held. But the offi¬ 
cial "preliminary production informa¬ 
tion" lists the film only as “The X- 
Files motion picture." and says little 
about the story other than “Mulder 
and Scully are drawn into a web of 
intrigue while investigating the mys¬ 
terious bombing of a Dallas office 
building and the secrets inside." 

The expected characters are in¬ 
volved: all the series regulars. New 
cast members include some intrigu¬ 
ing choices, though information on 
their characters was not forthcom¬ 
ing: Lucas Black (SLING BLADE), 
Blythe Danner, Glenne Headly, 
Martin Landau (ED WOOD), Terry 
O'Quinn (MILLENNIUM), and Ar¬ 
men Mueller-Stahl (SHINE). 

Rob Bowman said one of the 
reasons he wanted to direct the 
movie, following the multitude of X- 
FILES episodes he's done, was 
"because I've earned it." And he 
noted, “The challenge is. with the 
size of the TV show as it is now, 
how is it we do something worthy of 
the big screen that's going to ex¬ 
ceed what people expect on Sun¬ 
day nights? And I tell you, I didn’t 
know if we were going to do it. how 
Chris was going to come up with 
something, but he did." The film 
supposedly will provide a culmina¬ 
tion for a fifth season cliffhanger 
episode of the series, yet to be 
shot, as Gillian Anderson said: “I 
think it resolves some stuff. It also 
asks more questions." 

One of the main challenges in 
even attempting a film, according 
to creator, producer and writer 
Chris Carter was to make it fresh 
enough to hold the interest of the 
huge fan base, as well as new¬ 

comers. "I want to make a movie 
for everyone," said Carter, “even 
people who may not have seen 
THE X-FILES, and the trap to fall 
into there would be that I would for¬ 
sake the hardcore viewing audi¬ 
ence. even the casual viewing au¬ 
dience, by having to go over some 
material that would insult their in¬ 
telligence or not be true to the se¬ 
ries. I've tried, and I believe I'm 
successful, in cleverly doing two 
things at once, which is to reestab¬ 
lish their characters, making it in¬ 
teresting so it will appeal to every¬ 
one, and get on with telling a good 
X-FILES story." 

According to co-writer and co- 
producer Frank Spotnitz much of 
the material in the series—the plot 
elements, topics taken from news¬ 
paper stories, characters, and so 
on—“get raised, and they come to 
an end. Not everything you've seen 
in the five-year life of the series 
comes back in the movie, but what 
matters comes back. And some 
things that have been introduced in 
the show that you may not have re¬ 
alized were critical to the grand 
conspiracy, come back in a big way 
in the movie. There will be a lot of 
light bulbs going off in people's 
heads." □ 

by Alan Jones 

More than thirty years after di¬ 
rector Joseph Losey’s 1966 Pop Art 
classic. MODESTY BLAISE, the 
long-rumored remake has finally 
been announced. To be directed by 
French enfant terrible Luc Besson, 
whose recent science-fiction fanta¬ 
sy The FIFTH ELEMENT defied 
lousy reviews to become an inter¬ 
national blockbuster, the new film 
will star Natasha Henstridge, cur¬ 
rently filming SPECIES II. 

The original Losey film, an at¬ 
tempt to combine kitsch with intel¬ 
lectual irony was a distinguished 
flop remembered more today for its 
high camp production design. The 
character Modesty Blaise remains 
the only serious female rival to 
James Bond, as popularized in a 
series of novels by Peter O'Donnell 
and in a long-running syndicated 
comic strip. A remake had been 
mooted at various junctures over 
the last ten years. Then Quentin 
Tarantino optioned the rights to 
several O'Donnell novels. In fact, 
the PULP FICTION director has 
claimed he's already directed the 
fourth Modesty novel—A Taste For 
Death—in his head. Along with the 
Tarantino connection came the pre¬ 
diction that director Roberto Ro¬ 
driguez (FROM DUSK TILL DAWN) 
would helm the first in a proposed 
series. Apparently, Tarantino will re¬ 
tain a producing credit with Besson 
and is slated to direct at least one 
of the planned three sequels. 

Besson could not be a more 
perfect director for MODESTY 
BLAISE. He particularly favors 
strong female leads like Milla 
Jovovich in THE FIFTH ELEMENT. 
Nathalie Portman in THE PROFES¬ 
SIONAL and, especially, Anne Par- 
illaud in LA FEMME NIKITA. The 
latter film, remade starring Bridget 
Fonda as POINT OF NO RETURN 
by director John Badham, could al¬ 
most be viewed in terms of a Gallic 
Modesty Blaise. 

No casting has been announced 
yet as regards Modesty’s side kick 
Willie Garvin, played by Terence 
Stamp in the Losey original, al¬ 
though the names of Tim Roth and 
Sean Pertwee have been men¬ 
tioned (EVENT HORIZON). It’s 
hoped the new MODESTY BLAISE 
will be in theaters by Christmas 
1998. n 

Short Notes 
George Romero (DAWN OF THE DEAD) has signed to direct CHAIN LET¬ 
TER, the first in a proposed horror franchise, for producer Joe Wizan (THE 
GUARDIAN). Romero will rewrite the script by Gene Qulntano (SUDDEN 
DEATH), about three teenagers who must save themselves and their town 
from supernatural events. David Goyer (DARK CITY) has turned in his 
first draft of QUATERMASS AND THE PIT to execs at New Line Cinema. If 
the project gets the green light, it could go before the cameras next sum¬ 
mer, under the direction of Alex Proyas. This would make it the first of the 
long-discussed remakes of classic Hammer films to become a reality. 
Makeup expert Rob Bottin (SEVEN) is planning to make his feature direct¬ 
ing debut with the long-in-development FREDDY VS JASON film, which 
will be exec produced by Sean Cunningham, who created the FRIDAY THE 
13TH film series. With the blessing of comic creator J. O’Barr, rocker 
Rob Zombie (of White Zombie) will write and direct THE CROW: 2037. □ 
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CINEFANTASTIQUE NEWS INTERNATIONAL EDITION 

A Bug’s Life 
Pixar’s next pic is about an 
animated ant named Flick. 

Pixar followed-up their hit film TOY STORY (above) 
with a direct-to-video sequel earlier this year. 
Their next feature film will be A BUGS LIFE. 

by Lawrence French 

Pixar, the computer 
graphics studio that created 
a milestone in animation his¬ 
tory with TOY STORY, the 
world's first computer graph¬ 
ics animation feature, has ex¬ 
tended its three-picture deal 
with Walt Disney Studios. 
Under the revised agree¬ 
ment, a total of five new com¬ 
puter animation features will 
be produced by the company 
over the next ten years. The 
first will be A BUG'S LIFE 
(formerly BUGS), to be co-di- 
rected by John Lasseter and 
Andrew Stanton. The story¬ 
line is derived from Aesop's 
fable of the Grasshopper and 
the Ant, as well as Akira 
Kurosawa's THE SEVEN 
SAMURAI. It centers on a 
colony of ants storing their food for 
the winter, who find themselves 
continually under attack by ma¬ 
rauding grasshoppers. Tiring of the 
hungry bandits, an ant named Flick 
journeys from his anthill to enlist 
the aid of professional soldiers but 
instead ends up hiring an out-of- 
work flea circus. Lasseter and his 
story team (including TOY STORY 
alumni Joe Ranft and Andrew Stan¬ 
ton) have already spent two years 
working on ideas for the film. 
Screenwriters Bob Shaw and Don 
McEnery. who co-wrote HER¬ 
CULES for Disney, are contributing 
to the final script. 

“We're in the thick of BUGS 
right now." reported Lasseter, “and 
our animators are doing some 
amazing work." Lasseter picked a 

story dealing with insects, knowing 
they would work extremely well in 
computer animation, as well as pro¬ 
vide Pixar's technical wizards with 
some new challenges. “I always try 
to choose subject matter that lends 
itself to the medium," he explained. 
"In a way, it’s a subconscious thing. 
Our main focus is on the story and 
the characters, but the subject mat¬ 
ter is always chosen with the medi¬ 
um in mind. We also like to push 
the boundaries of the medium, so 
sometimes when we start on a pro¬ 
ject, everything we want to do isn't 
even do-able yet! That means we 
have to develop the technical 
know-how to make it happen as we 
go along" 

Lasseter pointed out that TOY 
STORY wouldn't have been nearly 

as effective if the same story 
had been handled with regu¬ 
lar, hand-drawn animation. 
“Part of the charm of TOY 
STORY," he said, “was taking 
these plastic manufactured 
toys and bringing them to life. 
CGI tends to make every¬ 
thing look plastic anyway, so 
why not have your main char¬ 
acters made of plastic? The 
dimensional quality of CGI 
and the fact that we could get 
all the different reflections 
and shading really helped to 
make the characters seem 
like toys. In hand-drawn ani¬ 
mation, what would be the 
difference between a regular 
person walking around and a 
toy coming to life? There real¬ 
ly isn’t that much. Hand ani¬ 
mating an Etch-a-Sketch 
coming to life wouldn't have 

the same kind of impact as having 
an Etch-a-Sketch done in computer 
animation, because CGI seems 
more like the Etch-a-Sketch you 
knew and loved." 

A BUG’S LIFE, which is due for 
release in November 1998, seems 
to be part of a recent trend of insect 
animation, following in the footsteps 
of films like JAMES AND THE GI¬ 
ANT PEACH and JOE'S APART¬ 
MENT. Even Steven Spielberg’s 
DreamWorks is jumping into the fray 
with a computer-animated film enti¬ 
tled ANTS. featuring the voice of 
Woody Allen as a neurotic ant. Las¬ 
seter acknowledges that there have 
been a lot of on-screen insects late¬ 
ly, claiming, “It's because the subject 
matter has such great potential in so 
many different ways. If you look 
back at the history of animation, 
there’s been lots of different things 
that have been done with insects." 

Lasseter will also serve as ex¬ 
ecutive producer on a sequel to 
TOY STORY, which Disney will re¬ 
lease direct-to-video, a la THE RE¬ 
TURN OF JAFAR. “Disney wanted 
to get it made within a certain time 
frame, and if we made it for theatri¬ 
cal release, we wouldn't be able to 
work on it until after BUGS," said 
Lasseter. “The entire original voice 
cast is returning, including Tom 
Hanks and Tim Allen. Ash Brannon, 
who was a supervising animator on 
TOY STORY, will be directing." □ 

Exorcist IV 
Morgan Creek Productions (the company that financed THE EXOR¬ 
CIST III) has signed William Wisher (who co-wrote TERMINATOR 2: 
JUDGEMENT DAY with James Cameron) to write a fourth entry in the 
EXORCIST series, to be titled EXORCIST: THE BEGINNING. The 
new film is to be a prequel to director William Friedkin's 1973 block¬ 
buster. based on the novel by William Peter Blatty. Wisher wants to 
tackle an allegedly unexplored part of the first movie: the first battle be¬ 
tween Father Merrin (played by Max Von Sydow) and his demonic ad¬ 
versary, which took place in Africa decades before the events por¬ 
trayed in THE EXORCIST Apparently, no one at Morgan Creek has 
seen John Boorman’s disastrous THE EXORCIST II: THE HERETIC, 
which already portrayed Merrin’s first exorcism in flashback. 

Obituaries 
by Jay Stevenson 

Burgess Meredith 
The memorable 88-year-old 

character actor died at his home 
on September 10. Although per¬ 
haps best known for his role as 
Micky the trainer in the ROCKY 
film, he also played the villainous 
Penguin in the BATMAN television 
series, and he made numerous 
other genre appearances, includ¬ 
ing four stints on THE TWILIGHT 
ZONE: “Time Enough at Last," “Mr. 
Dingle, the Strong," “The Obsolete 
Man," and "Printer's Devil." In the 
later, he played the Devil, a role he 
repeated for the feature film TOR¬ 
TURE GARDEN (1968), written by 
Robert Bloch and directed by Fred¬ 
die Francis. His genre films include 
BATMAN (1966), BURNT OFFER¬ 
INGS (1976), THE SENTINEL 
(1977), MAGIC and THE MANI- 
TOU (both 1978), WHEN TIME 
RAN OUT (1980), CLASH OF THE 
TITANS (1981), 1983's TWILIGHT 
ZONE—THE MOVIE (which he 
narrated, replacing the late Rod 
Serling), and SANTA CLAUS: THE 
MOVIE (1985) 

Elizabeth Brooks 
The star of THE HOWLING 

(1980) died in September. Brooks 
was memorably malevolent as the 
vampish wolf-bitch who seduced 
Christopher Stone into becoming a 
werewolf in Joe Dante's comic hor¬ 
ror film, which set a new standard 
for transformation effects. 

Production Starts 

Star Wars: 
Untitled Prequel 
This long-awaited project quietly 
started production on June 26 at 
Leavesden Studios in England: 
location work includes trips to Italy 
and Tunisia. After much specula¬ 
tion that Kenneth Branagh would 
be cast as the young Ben Keno- 
bie. the cast includes Liam Nee- 
son (DARKMAN), Ewan McGre¬ 
gor (TRAINSPOTTING), Natalie 
Portman (MARS ATTACKS), and 
Jake Lloyd. Executive producer 
George Lucas writes and directs. 
Special effects, naturally, are by 
ILM 
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On the set at Raleigh Stu¬ 
dios in Hollywood, it is dif¬ 
ficult to believe that Dream¬ 
Works SKG’s MOUSE 
HUNT is a comedy. A large staircase 
stretches up from the floor in a dizzying arc 
to a second-floor landing. The walls of the 
landing, painted a leaden grey, are peeling 
and chipped. The filthy, dun-colored stair¬ 
case has banisters that are splintered and 
worn. The floor of the first landing is so 
pock-marked with holes it resembles a 
close-up of the surface of the moon. The 
cemetery-dismal lighting makes the entire 
set piece look like something out of Charles 
Addams’ worst nightmare. 

But MOUSE HUNT is indeed a comedy. 
Written by Adam Rifkin, produced by Alan 
Riche, Tony Ludwig and Bruce Cohen, and 
directed by Gore Verbinski. the film tells 
the story of two men, Ernie Smuntz 
(Nathan Lane) and his brother Lars (British 
comic actor Lee Evans.) Upon the death of 
their father, Ernie and Lars inherit his busi¬ 
ness and also his seemingly-abandoned 
mansion. Although a gothic monstrosity, 
the house turns out to have been built by a 
famous 19th-century architect, one that 
could have considerable value. A wealthy 
collector of houses offers the brothers a 
huge sum to buy the mansion, 
but Ernie insists on holding out 
for more money by selling the 
house at auction. 

The brothers get to work 
renovating their home. Unbe¬ 
knownst to them, however, they 
are being watched by the only 
permanent resident of the 
house, a cute and highly intelli¬ 
gent little mouse. Lars and 
Ernie try to catch and kill the 
mouse, but the use of tradition¬ 
al mousetraps fails miserably. 
The Smuntzes go to the local 
animal shelter and buy a mon¬ 
ster cat, (aptly named Catzilla), 
but his attempts at mouse catch¬ 
ing prove no more effective 

Ernie Smuntz (Nathan Lane) and “Friend" In 
DreamWorks Pictures MOUSE HUNT. 

there's a scene where the mouse and cat run 
back down the stairs. As they do, they leave 
little painted footprints all over. 

“Strangely enough," Cohen continued, 
“although we are trying for a cartoon quali¬ 
ty here, we never actually use animated fig¬ 
ures. For some of the more complex mouse 
maneuvers, we use a CG mouse or an ani- 
matronic mouse in addition to the live one. 
The cat is either live or animatronic. Fortu¬ 
nately, our director, Gore Verbinski, has had 
a great deal of experience with animatron- 
ics, so the results are going to look pretty 
impressive.” 

Gore Verbinski’s experience with ani¬ 
matronic animals hit its peak with several 
successful Budweiser “Frog” commercials. 
MOUSE HUNT is his first venture into fea¬ 
ture film making. This day, Verbinski is 
hard at work shooting inserts. “What we re 
doing,” he said, “is bits and pieces left of 

the bits and pieces. We've got 
close-ups of the little mouse 
sniffing around a fireplace, 
turning a key, that sort of 
thing.” 

“It s amazing,” said creature 
effects supervisor for the Stan 
Winston Studio, Shane Mahan, 
“how many people think of 
mice as just dirty little pests. I 
overheard Boone Narr saying 
something the other day that 
was pretty interesting. He said. 
Once people see this movie, 
and how endearing this mouse 
is, they’ll never, ever set anoth¬ 
er mousetrap in their life. I pre¬ 
dict that the mouse is going to 
be the Pet of ’98!” 

than theirs. The brothers 
then hire a Ghostbusters- 

Persons ;*e 
(Christopher Walken), but 

he too, fails. 
The bizarre but ineffective antics of 

Caesar and Catzilla, and the further efforts 
of Ernie and Lars to rid themselves of the 
mouse, give the film an almost cartoonish 
quality. Producer Bruce Cohen, sitting at 
the foot of the massive staircase, admitted 
that this quality is just what the filmmakers 
wanted. “The goal here,” he said, “is to 
make a film that is loaded with TOM AND 
JERRY-type sequences but to do it with 
mostly live action, with a real cat and a real 
mouse. Take the scene that’s being shot 
over on the next set. We have Catzilla chas¬ 
ing the mouse all over the living room. We 
see the two enemies as they knock over fur¬ 
niture, tear up a rug, and generally make the 
room a shambles. Or the piece that’s being 
set up now,” he added, indicating the stair¬ 
case: “We previously did a segment where 
the mouse runs up the stairs and into a hall¬ 
way, followed by Catzilla. Before the cat 
can take off down the hallway, he knocks 
over a paint can. What we re going to see 
here is the can tumbling down the stairs, 
covering the staircase in paint. Later on. 

Brothers Lars (Lee Evans, left) and Ernie (Nathan Lane) Smuntz trap 
themselves Into a comer while trying to catch a persistent mouse. 

DreamWorks SKG’s live 
action TOM & JERRY. 



Pierce Brosnan returns as James Bond, 
battling British baddie Jonathan Pryce. 

By Alan Jones 

A megalomanical media mogul tries to 
trigger a third world war in order to boost 
TV ratings in the 18th James Bond adven¬ 
ture, TOMORROW NEVER DIES. Pro¬ 
ducers Michael Wilson and Barbara Broc¬ 
coli are carrying on the family tradition 
founded by the late Cubby Broccoli 35 
years ago with DOCTOR NO, and Pierce 
Brosnan returns for his second outing as lan 
Fleming’s sophisticated spy, having kick- 
started series with GOLDENEYE, which 
took a world-wide boxoffice gross of over 
$350 million—nearly twice the total of any 
previous Bond movie. 

The $60 million TOMORROW NEVER 
DIES started shooting on April 1, 1997. Di¬ 
rector Roger Spottiswoode said, “I’d met the 
Broccoli family years before about the pos¬ 
sibility of making one of the [prior Bond] 
Timothy Dalton episodes, and they ap¬ 
proached me August 1996 with a script the 
studio [MGM/UAj didn’t want to make, be¬ 

cause the story was centered around the 
Hong Kong changeover from British to Chi¬ 
nese rule. The film would have to have 
opened in May to have any immediacy, and 
there was no way we could have made the 
picture in that short space of time. So they 
had to radically alter the whole concept. The 
villain stayed in the story, but that was all." 

The new script, written by Bruce 
Feirstein with additional material by Daniel 
Petrie Jr., still wasn’t ready by the start date, 
yet Bond 18 (the project’s pre-production 
code name) went into production anyway. 
Pierce Brosnan remarked, “The studio 
wanted the film; they wanted it yesterday, 
so we went out of the gates with it not ex¬ 
actly in the finest of shape. The story was 
there...but making it has been a bit like 
pulling teeth.** 

Jonathan Pryce—who plays the villain¬ 
ous Elliot Carver, owner of the global 
newspaper Tomorrow (circulation 100 mil¬ 
lion) and satellite systems able to access 
every TV set on Earth—noted, “There has 

been a lot of press misrepresentation about 
what was happening on the film. I suppose 
that’s bound to happen with such a high 
profile enterprise. But daily script rewrites 
arc something that happens on most films. 
What happened here is that the script I orig¬ 
inally saw and agreed to do had undergone 
numerous changes and not for the better. 
But everyone realized it had gone off course 
a little—Spottiswoode, the producers. 
Pierce—not just me. It occurred because 
they were trying to deal with so many other 
exciting elements in the film that it had a 
knock-on effect with my character. When 
Bruce Feirstein came back on board, rather 
than rewriting, he put back everything to do 
with Elliot because I was his invention. He 
was the one with all the pertinent knowl¬ 
edge about that kind of man, having worked 
in journalism for so many years. Nothing 
was the battle, or cause of any antagonism, 
the press kept describing.” 

TOMORROW NEVER DIES had actu¬ 
ally started filming in February, in the snow 
fields of the French Pyrenees. That’s where 
the trademark Bond pre-credits stunt se¬ 
quence had been shot by the second unit, 
showing Bond at the Khybcr Pass stealing a 
nuclear-cquipped plane from black market 
arms dealers. Rivaling this for excitement 
arc two other major stunts: a heart-stopping 
motorcycle chase across the flimsy rooftops 
of a South East Asian city ending in a leap 
over a helicopter, and a car chase in which 
Bond uses a remote control to guide the^ ve¬ 
hicle from the back seat. 

Other extensive location work was car¬ 
ried out in Thailand, Mexico, Hamburg, and 
Florida, with interiors shot at Pinewood’s 
007 sound stage and at the new Eon Pro¬ 
ductions studio facility at Frogmore in Lon¬ 
don's north west suburbs. Brosnan laughed, 
“We have this habit of spawning new stu¬ 
dios. We couldn’t use Lcavesden again, 
where we filmed GOLDENEYE, because 
STAR WARS moved in. So we found an¬ 
other similar set up. I was thrilled to be 

Brosnan’s Bond teams up with a Chinese agent played by martial arts star Michelle Yeoh (SUPERCOP). 



Top: Bond greets former flame Mrs Carver (LOIS AND CLARKE'S Teri Hatcher), the wife of villainous 
media mogul Elliot Carver. Right: Michelle Yeoh co-stars as Chinese External Security agent Wal Un. 

filming in the 007 stage at Pinewood—a lit¬ 
tle bit of Bond history there, as it’s the first 
time I’ve done that.” 

Starring alongside Brosnan and Pryce in 
the hi-tech, high-octane film are Michelle 
Yeoh (a.k.a. Kahn); Teri Hatcher (LOIS & 
CLARK) as Paris Carver, who shares a past 
with Bond; Ricky Jay, as a techno-terrorist; 
and Gotz Otto, as Carver’s servant Stamper, 
a giant of a man in whom the treacherous 
twins of pain and pleasure have been genet¬ 
ically reversed. 

Returning to the Bond series arc Dame 
Judi Dench as M, Samantha Bond as Mon- 
eypenny, Joe Don Baker as Jack Wade, and 
Desmond Llewelyn as Q. This time out, Q’s 
gadgets are mainly incorporated into 
Bond’s BMW 750, although his Omega 
watch still has its fair share of nifty uses. 
Behind the scenes, production designer Al¬ 
lan Cameron (STARSHIP TROOPERS) 
and director of photography Robert Elswitt 
arc giving director Spottiswoodc the darker 
atmosphere he feels is the right choice for a 
late ’90s Bond movie. 

David Arnold is composing 
the music after scoring the last 
two Roland Emmerich movies 
STARGATE and INDEPEN¬ 
DENCE DAY. In fact, Arnold 
was working on an album of 
Bond themes sung by contem¬ 
porary artists when he was of¬ 
fered the assignment. The 
theme song is by Sheryl Crow 
who had a major hit in 1994 
with “All I want to Do.” “I 
asked if I could sing it," said 
Jonathan Pryce, star of the film 
version of EVITA, the hit stage 
musical Miss Saigon, and the 
blockbuster revival of Oliver! 
“But I was told I wasn't chart 
material,” he sighed. 

Michelle Yeoh plays Wai 

Lin, agent of the People's External Security 
Force in Beijing, who joins forces with 
Bond to stop Carver’s plan to manufacture 
the news and challenge the course of histo¬ 
ry. Yeoh is the most prominent female per¬ 
former in the almost exclusively male Asian 
action genre thanks to such Hong Kong 
classics as TAI CHI MASTER and THE 
HEROIC TRIO. The co-star of Jackie 
Chan’s SUPERCOP said, “The producer 
wanted someone who was on a par with 
Bond, a woman of the '90s. You could see 
they were edging towards that with Famke 
Janssen and Izabella Scorupco in GOLD¬ 
ENEYE. They were much stronger than 
your average Bond Girl. Now they’ve gone 
ail the way. I’m a female version of Bond, 
and the only one of his leading ladies to get 
her own fight sequence. It’s never happened 
before.” 

The actress added, *i was looking for the 
right part in a Hollywood movie that would 
show my abilities, as I do every style of 
fight skill which I incorporate with my 
dance experience. I’ve worked very hard to 

get where I am, and being chosen for the 
part of Wai Lin is a tremendous recognition 
of my talents. I brought in my own Hong 
Kong stunt coordinator, and the producers 
were wise enough to capitalize on my tal¬ 
ents and write in extra fight scenes for me 
to do. I’ve contributed to the movie in ways 
all the other Bond Girls haven't and that's a 
fabulous thrill.” 

“Michelle was one of my choices for 
TOMORROW NEVER DIES,” remarked 
director Spottiswoode. The AIR AMERICA 
director continued, “My nephew is a big fan 
of her work and insisted i see her before we 
embarked on the casting process. 1 didn’t 
want voluptuous babes draped everywhere 
and wanted Bond to have a proper match 
for a change; someone strong, smart, able, 
powerful, and certainly not sexual. Her con¬ 
fidence and courage in the role has been 
amazing and she's added to the cdgincss 
and grit 1 want this episode to highlight.” 

Spottiswoodc added, “The 
Bond movies had drifted off in¬ 
to this fantasy world. Martin 
Campbell had brought back a 
certain edginess to the series 
when he directed GOLDEN¬ 
EYE, but I wanted to go even 
further with the—not somber 
tone exactly—more noirish, 
moody feel. Obviously, Bond is 
always going to exist in a fanta¬ 
sy landscape, but I felt they had 
gone too far down that road. I 
much prefer a strong reality 
base than the retro-’60s feel the 
latter episodes have had. I want 
to bring Bond into the height¬ 
ened reality world other recent 
action adventures have success¬ 
fully existed in.” □ 

The new Bond flick features the action audiences have come to expect, plus a 
“more noirish, moody feel," according to the director Roger Spottiswoode. 



Top: the new Flubber It achieved with CGI, allowing for greater activity on the part of the strange 
substance. Middle: Robin Williams' absent-minded professor has a flying robot assistant, rather than the 

dog of the original. Bottom and right: filming a blue screen shot of Williams' flying car. 

Disney updates 

By Patrick Legare 
Completed and heading towards a 

Thanksgiving 1997 release is Disney’s 
FLUBBER, an “updating” of their classic 
1961 Robert Stevenson hit, THE ABSENT- 
MINDED PROFESSOR. “I don’t think of it 
as a remake." said director Les Mayfield. “I 
understand that it is, but 1 think it’s so origi¬ 
nal—it truly deserves to have its own label 
and title." 

The original starred Fred MacMurray as 
a slightly batty scientist whose absorption 
in his work keeps making him forget to 
show up for his wedding. MacMurray’s 
light comical performance underlies a gen¬ 
uinely interesting plot about his discovery 
of a flying rubber substance that defies 
gravity. He calls it “flubber" and enlists it as 
an aid to win back his beleaguered fiance by 
making cars fly and giving a basketball 
team an unbelievable “jump" shot. Of 
course, the shape-shifting goop’s loot po¬ 

tential sets off a cunning businessman and 
every branch of the armed services all of 
whom want to get their hands on it.^ 

FLUBBER, from a script by co-produc¬ 
er John Hughes (101 DALMATIANS), 
stars comedian Robin Williams as Profes¬ 
sor Philip Brainard. Williams' casting im¬ 
mediately spells a charged difference from 
the subtle comedic effort MacMurray 
brought to the original. Ted Levine (SI¬ 
LENCE OF THE LAMBS) and Wil 
Wheaton (STAR TREK: THE NEXT GEN¬ 
ERATION) co-star. Dean Cundey (JURAS¬ 
SIC PARK) photographed the film, and 



The Absent-Minded Professor, with CGI FX. 

Les Mayfield (MIRACLE ON 34TH STREET) directs Robin Williams In 
FLUBBER, Disney's updated remake of THE ABSENT-MINDED PROFESSOR. 

Danny Elfman (MEN IN 
BLACK) provides the music. 
Visual effects by ILM were su¬ 
pervised by Tom Bertino. 

Hughes and Mayfield 
brought many changes to the 
new film, though the plot will 
echo many elements, such as the 
memorable basketball game and 
flying Model-T scenes, which 
has been changed to a 1963 
Ford Thunderbird. Hughes’ 
adaptation replaces the profes¬ 
sor’s faithful dog with a flying 
female robot named Weebo, 
shifts the setting from East to 
the West coast, and bumps up 
the professor’s girlfriend 
(played by Marcia Gay Harden) 
in job status from the college’s 
secretary to its president. 

The biggest change, howev¬ 
er, is shift in focus of the film 
from the professor to his creation: Flubber. 
The original featured simply a blob-like 
goo, but ILM reintroduces Flubber as the 
main event in the remake, hence the film's 
title change. “I just looked at the board, 
we’re up to 632 effects shots,’’ related the 
37-year-old Mayfield. “It’s the biggest ‘lit¬ 
tle’ movie ever made.” Though Disney 
would not release budgetary figures, the 
film is likely in the $50 to $60 million dol¬ 
lar range and was shot on location in San 
Francisco over the course of three and a 
half months. Said Mayfield, “It’s not a huge 
budget and it's not a modest budget. It’s an 
appropriate budget to deliver the entertain¬ 
ment we're after.” 

Prior to working with Hughes on a bland 
1994 remake of the revered 1947 Christmas 
classic, MIRACLE ON 34TH STREET, 
Mayfield’s feature directorial debut was 
1992’s ENCINO MAN for Disney starring 
a less-than-hilarious Pauly Shore. It was a 
long way from FLUBBER and the comic 
genius of Robin Williams. “You can’t ask 
for anything more as a director than to have 
an actor willing to explore,” Mayfield ex¬ 
plained. “Not to take anything away from 
Pauly. Pauly was a young actor then; I don’t 
know what he’s like now, but with Robin 
there’s a method and a plot behind every¬ 
thing and that's what I think makes him 
brilliant." Mayfield added, “He’s done 24 
some odd films and never have we seen him 

do the physical comedy that he’s done for 
us in FLUBBER. When he commits to a 
project, he commits heart, body and soul." 

For the absent-minded remake, Berkeley 
post-doctoral chemistry grad Jeff Cruzan 
was hired as Williams’ science coach as 
well as being the person in charge of mak¬ 
ing the lab equipment appear realistic. He 
also was charged with making certain the 
scientific details were correct even if a 
metastable substance like flubber (which 
would break most of the laws of physics) 
could not be real. 

For Marcia Harden, her role in FLUB¬ 
BER is an advanced updating of the flitting 
fiance played by Nancy Olson (who makes 
a cameo in the new film). “I think she was 
more appropriate to the times,” Harden 
said of her character, Sara. “America's 
moved on in the way we think about work 
and position and things like that. You see. 
I’m much more of a diplomat than to say 
‘My character’s gonna be smarter than 
Nancy Olson’s.’ ” 

Still, Sara is looking forward to achiev¬ 
ing traditional goals such as marriage and 
children. Unfortunately, her suitor is a man 
so consumed by his work that he forgets his 
wedding. “I suspect I would behave differ¬ 
ently,” the married Harden carefully an¬ 
swers when asked if she could forgive a 
man who had missed two wedding dates so 
he could tinker with his chemistry set. “For¬ 

tunately, I wasn't playing my¬ 
self. I didn't want her to be 
hands on her hips, tapping her 
toe, shaking her finger in his 
face saying, *Boy, you better 
behave yourself!* I wanted her 
to be more than that. I think to 
fall in love with such a whimsi¬ 
cal, wild, wonderful science 
man as the professor, that she 
had to have her own wild hair.” 

Harden’s most comical ven¬ 
tures on the set involved her be¬ 
ing rigged to a giant leather 
strap in order for her to appear 
to be jumping as a result of the 
flubber. For this reason, space, 
especially height, was of the 
essence for the filmmakers, and 
they found it at the Treasure Is¬ 
land naval base. Building Three 
on the base measured in at 
nearly 400 feet long, 270 feet 

wide and had a 65 foot underside, accord¬ 
ing to production designer Andrew 
McAlpine in the Disney press material. He 
created a 2,500 seat basketball arena, the 
team’s locker room, the interior of the 
Hocnickcr mansion and Brainard’s labora¬ 
tory in the 90,000 square feet available. 

FLUBBER will face tough competition 
for a youth audience during the hot holiday 
season that will also feature 20th Century- 
Fox’s premiere animated picture, ANAS¬ 
TASIA. This would seem to suggest that 
Mayfield would be working under a micro¬ 
scope with constant pressures from the 
front office, but the director says that’s not 
so. “When working with John (Hughes] and 
under his production banner, there’s a great 
freedom from that. They trust him to deliver 
the goods,” he explained. “I was only given 
opportunities by Disney. Joe Ross intro¬ 
duced us to Robin Williams, who obviously 
became part of the movie and also, most re¬ 
cently, brought Danny Elfman into the 
movie. That’s the kind of momentum the 
film has. When you have the Thanksgiving 
Day slot that has been occupied by, last year 
[ 101 ] DALMATIANS, the year before by 
TOY STORY, by MRS. DOUBTFIRE be¬ 
fore that, it’s a very big slot, and you have 
to hit the ball. The pressure is there, but I 
think they trust John and I think John trusts 
me. I just hope it all works out. I’m very 
proud of the film.” □ 
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Scripter Joss Whedon pumps some 
SPEED into the heart of a dying franchise. 

By Dale Kutzera 

She’s dead, right? Ripley in ALIEN-5. 
Even worse, the film itself was a boxof- 
fice disappointment that attracted the 
most negative reviews of the series. The 
macabre gothic tension of the first film, 
directed by Ridley Scott, and the lock- 
and-load combat of James Cameron's 
follow-up were nowhere to be found— 
replaced by a murky narrative and the 
stylish images of director David Fincher 
(SEVEN). If the death of Ripley didn't 
put a nail in the series, then the poor re¬ 
action to this third film certainly did. 

How can this franchise possibly re¬ 
vive? Jorge Saralegui asked himself the 
same question when he joined 2Uth Cen¬ 
tury-Fox as a junior creative executive in 
1991. This fall, when ALIEN: RESUR¬ 
RECTION hits the screens, Saralegui's 
ingenuity and tenacity will have provid¬ 
ed an answer. Said Saralegui, “I wanted 
to work on ALIEN because 1 loved the 
franchise. It is one of those things I saw 
as a civilian—before entering the film 
business—and I didn’t want to let it die. 1 
couldn’t believe that 1 would have the op¬ 
portunity to revive something that I loved 
as a fan.” 

Though 20th Century-Fox never official¬ 
ly ruled out a fourth ALIEN film, no one 
was actively developing such a project. Sar¬ 
alegui was working on other properties, in¬ 
cluding an action script called SPEED, but 
that film was still years away from estab¬ 
lishing him. Several ideas had been circu¬ 
lated to bring back the alien creature, origi¬ 
nally designed by H.R. Gigcr. One notion 
was to marry this icon of horror with the 
alien hunters from the PREDATOR films. 
Although this teaming proved to be a hit se¬ 
ries of comic books from Dark Horse, Sar¬ 
alegui felt that a filmic pairing would di¬ 
minish the integrity of the ALIEN fran¬ 
chise. ‘Tve always resisted that," he said. 
“It’s a good idea from a commercial point 
of view, but I can’t imagine the ALIEN se¬ 
ries continuing after you make an ALIEN¬ 

ln AUEN: RESURRECTION, clandestine military operation 
clones Ripley from tissue samples taken in ALIEN 3. 

PREDATOR story. I could be wrong, but 
that is my gut feeling. If you turn it into a 
monster movie, you can’t go back.” 

Ultimately, Saralegui developed his own 
idea for continuing the series. The concept 
involved Newt as a grown woman, who lat¬ 
er learns she was cloned by the Company to 
extract alien DNA. “You realize eventually 
who she is, but you don't know she’s a 
clone. There is an outbreak of aliens, and 
they send her after them. She discovers she 
is a clone and that the Company lied to her. 
In effect, she takes on Ripley’s mantle. She 
chooses to go that the hard way of a hero.” 

Saralegui was *sked to find a writer and 
prepare a treatment. He called on a young 
man whose first feature script, BUFFY 
THE VAMPIRE SLAYER, had just been 
produced. “Joss Whedon was at the very 
beginning of his career,” said Saralegui. 
“He had yet to [re]write SPEED, which he 
did about two months later. 1 had no idea if 
he liked ALIEN or not, but ‘Buffy’ is just 

like my idea of Newt: she is somebody 
who has been raised in a way that some 
may find improper—a very shallow 
cheerleader—and is suddenly told, ‘You 
are not what you think you are. You’re a 
special person whose purpose is to battle 
evil that will never be conquered. In or¬ 
der for you to do it you have to reject 
everything you’ve had—your friends, 
family, bosses—and go out on your own 
on this lonely hero’s path.’" 

It so happened that Whedon loved the 
ALIEN films. His 34-pagc treatment suf¬ 
ficiently impressed Fox executives so 
that the he was signed on to complete a 
script. Whedon and Saralegui worked on 
the project throughout the production of 
SPEED and during Whedcn’s work on 
TOY STORY and his on-set contribu¬ 
tions to WATERWORLD. Much of this 
initial work was tossed out, however, 
when it was proposed that Sigourney 
Weaver be included in the film. Saralegui 
had based his development of the new 
storyline on the understanding that 
Weaver did not want to reprise the char¬ 

acter of Ripley. “I had heard second-hand 
that Sigourney Weaver was very much in 
favor of dying in that (third] movie,” said 
Saralegui. “She felt it was a good ending to 
that character. No studio would ever come 
up with that idea, because it would end the 
series. Then the question came back from 
on high: Should you be doing this with 
Ripley? So we spoke with Sigourney, and 
her feeling was that there was nowhere else 
for that character to go, and she didn't want 
to turn it into a typical franchise. Ripley 
died to preserve the integrity of the fran¬ 
chise and not turn it into ‘The Adventures 
of Ripley.’ 

“She was open to the idea of another 
one, but only if it took Ripley someplace 
new. v>ae had never compromised and was¬ 
n’t going to start now,” continued Saralegui, 
who, with Whedon, then faced the daunting 
task of resurrecting Ripley. "Obviously it 
involves cloning. Cloning explains that 
she’s back, but that is not enough to make 
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[Weaver] think it’s a new character. So then 
we came up with the aspects of her apart 
from being a clone. She has alien DNA in 
her. It basically makes her a new being. 
Imagine you wake up as a clone—never 
mind dealing with that mind-blower—but 
you also have alien DNA and you are 
changing. You are only a few weeks or 
months old. It is open ended. You don’t 
know if the day after this story ends she is 
going to develop a second tongue, or if on 
an emotional level, the alien DNA is going 
to make her violent. It’s a character that has 
so much to be explored—all the issues of 
humanity. Sigourney really liked this, be¬ 
cause it is actually a whole new person.” 

The new direction for the film took 
shape during frequent brainstorming meet¬ 
ings between Whedon and Saralegui. 
"There was a creative back and forth with 
Jorge,” said Whedon. "He’s the only one 
working on this longer than I have and 
some of the coolest sequences came from 
our interplay. I was horribly daunted. I 
wanted to write something worthy.” 

The action-packed adventure of the 
ALIEN: RESURRECTION screenplay is 
clearly an effort to return the franchise to 
the intensity of Cameron’s second film. 
Two hundred years after the third film, Rip- 
Icy awakens to find herself in the laboratory 
of a military spaceship with a number 8 tat¬ 
tooed on her arm. She learns she has been 
cloned from tissue samples taken in the 
prison infirmary of the third film. The alien 
genetic code she carried was separated 
from her own to create an alien clone as 
well. Though the omnipotent company 
Weyland Yutani no longer exists (“They 
went under decades ago," one character 
deadpans, “bought out by Wal-Mart.”), 

clandestine military experiments with the 
aliens are about to commence. Of course, 
the multiplying aliens have other plans, and 
break free, beginning a non-stop adventure 
akin to POSEIDON ADVENTURE as Rip¬ 
ley and a rag-tag gang of traders make their 
way from one end of the ship to their escape 
vessel on the other side. 

Whedon calls the script the hardest he’s 
ever written, and even resorted to using la¬ 
beled chess pieces to keep track of the many 
characters. “I wanted colorful people 
around her. The third film lacked a Hudson 
and the Michael Behn character, and you 
want to create that interplay. You want to 
play their reactions to her,” Whedon ex¬ 
plained, adding, “1 went through various 
ideas for characters. Making up names is a 

very important part. And find¬ 
ing people that have a little 
something that distinguishes 
them in the way they speak and 
behave, but not cliches. There 
are certain stereotypes you want 
to stay away from, but other 
icons you want to have. 1 chart¬ 
ed when each dies and at one 
point had a character with three 
death scenes who was then alive 
at the end. I couldn’t figure out 
how to kill the poor guy." 

Along for the ride is Winona 
Ryder as Call, a suspicious, 
trash-talking space mechanic 
with a secret of her own. The 
addition of Ryder to the cast 
made Whedon’s “jaw shatter. 
The character is young and ide¬ 
alistic, and she’s got a potty- 
mouth. There is a freshness that 
contrasts with Ripley, who has 
been through everything." 

Helming the film is French¬ 
man Jean-Pierre Jeunet (DELI¬ 
CATESSEN, THE CITY OF 
LOST CHILDREN)/*We did 

want a distinct talent," said Saralegui, who 
explained that selecting a relative unknown 
was a given, because established directors 
sec no upside to following in the footsteps 
of Ridley Scott and James Cameron. Sar- 
alcgui added, “There were some slim pick- 
ins in that sense. How may guys are there 
who haven't worked at this level, but that 
you could trust to make a film like this? 
Jeane-Pierrc, at first glance, may seem way 
beyond the pale. We thought he was talent¬ 
ed, but if he had said one thing that threw us 
off, we would have backed off. But he was 
very straight-forward, very smart about the 
script. He told us some ideas he had and 
was very direct in terms of what he thought 
he could do and would not know how to do. 

continued on page 61 

The new Ripley (Sigourney Weaver) squares oft against a suspicious Call (Winona Ryder). 



The no-holds-barred sequel promises all out 

Though striving for more elaborate martial arts sequences, the new film also 
throws in a female mud wrestling scene for Sonya Blade (Sandra Hess, right). 

By Craig Reid 

MORTAL KOMBAT: AN¬ 
NIHILATION comes to a the¬ 
ater near you on November 
21st, 1997, brought to you in 
living color by producer Larry 
Kasunoff and completed by di¬ 
rector John Lconetti on a budget 
under $35 million ($2.5-million 
under projection) and 75 days 
of bugs, sweat, and tears (ten 
days under scheduled). 

This time out, a cackle of 
courageous combatants known 
as the Chosen Ones must sur¬ 
vive yet another bout with an 
unscrupulous warlord bent on 
merging his Dante-esque do¬ 
main with that poor third planet 
from the sun that has been 
threatened to be overrun, de¬ 
stroyed or invaded more times this year 
than any other. Shao Kahn (Brian Thomp¬ 
son), the recreant ruler over this dark and 
desolate realm known as Outworld, has 
threatened the sacred laws of the Mortal 
Kombat tournament by ripping a portal in 
the fabric of the universe between Outworld 
and Earth. Determined to unite the two di¬ 
mensions and claim the planet as his own, 
Shao Kahn dispatches his terrifying exter¬ 
mination squads to conquer humanity. 

Kahn’s Army of Darkness features a 
menagerie of marauding misfits: Sindcl 
(Musetta Vander), once a beautiful queen, 
now a ghastly vision of living death; Shee- 
va (Marjean Holden), a towering, four¬ 
armed female fighting fanatic; Mileena 
(Dana Lynn Hee); Motaro (Dcron McBce), 
a monstrous Centaur; and Ermac, the mys¬ 
terious red Ninja and master of telekinetic 
powers. 

Naturally, humanity’s only hope lies 
with a handful of Earthly warriors: Liu 
Khang (Robin Shou), the champion who 
defeated the evil sorcerer Shang Tsung in 
MORTAL KOMBAT; Rayden (James Re¬ 
mar), an Immortal who leads the warriors 
into battle; Kitana (Talisa Soto), a beautiful, 
10,000 year old princess from another di¬ 
mension; Sonya Blade (Sandra Hess), a po¬ 
lice officer and Earth’s fiercest female; 
Johnny Cage (Chris Conrad), a former actor 
who discovered true courage through his 
death-defying battles in Outworld. 

Helping our gallant combatants are 

Sonya’s law enforcement partner, Jax (Red 
Williams); Jade (Siberian Eskimo Irina 
Pantaeva), a beautiful refugee from Out¬ 
world; and the Native American sorcerer 
Nightwolf (Litefoot). This newly forged 
family of fighters must face the awesome 
task of stopping Shao Kahn and his ruthless 
army from consuming the planet. 

Said first-time director Leonetti, “Even 
though I have grown up in this business, I 
was still amazed at how inundating it was. 
As a director you have to answer all these 
questions from every department. But it is 
the most fun I have ever had professionally, 
and 1 think I'm pretty damn natural at it. I 
know how to shoot action; 1 am sensitive to 
story; and I love working with actors. There 
was a little trepidation working with the ac¬ 
tors in the beginning because I have never 
been on the spot before. But ultimately, I 
loved it. It’s easy for me to maintain spirit 
and positive energy and 1 love that. 

“One of the toughest and most challeng¬ 
ing aspects of this film was the conditions,” 
he added. "More people got sick on this 
film than on any other of my career. A lot of 
people got pneumonia. 1 had it, but I never 
missed a day of work. Many people were in 
the hospital. Even my brother Matt, who 
was the DP—which was the coolest thing, 
being together on this film—a man who has 
never missed a day of shooting in thirty 
some years, missed two days of shooting in 
our movie. But my god this movie is beauti¬ 
ful’’ 

With stories like this no won¬ 
der producer Kasanoff hasn't 
been bitten by the bug to direct. 
He said, “You know, I am just 
not interested. I love being a 
producer, and besides, I am in¬ 
volved in everything in the 
movie from script approval, 
writing [along with screenwrit¬ 
ers Brent Friedman and Bryce 
Zabcl], casting, costuming, 
fight choreography, and special 
effects. Although 1 did direct 
sonic second unit.” 

So what attracted Kasanoff to 
the MK franchise? “1 have al¬ 
ways been interested in making 
a movie that combined martial 
arts and science fiction, my two 
favorite things. I love martial 
art movies from Hong Kong. 
But while the martial arts are 

good, the stories and production values lag 
behind typical Hollywood standards. MOR¬ 
TAL KOMBAT was that combination of 
martial arts and sci-fi that I loved.” 

Anyone who has seen the game, knows 
that “MK” the movie Jacked the massive 
bloodletting, hearts yanked from the chest, 
involuntary spine removals, and humans 
converted into skeletons hurled into pits. 
What about MK-A? Kasanoff pointed out, 
“You must understand. Mortal Kombat is 
not the only graphically violent video game. 
It is the first graphically violent video game 
to become such a phenomena, so it got a lot 
of press. 1 didn’t make the film graphically 
violent, because that was not the kind of 
movie I wanted to make. It was not because 
I was running from the violence or was 
scared of it. Graphic violence isn’t new. 
You have seen Jason and Freddie. What I 
wanted to do, in my theory of combining 
martial arts and science fiction, was great 
fights where the coup d’etat move is a spe¬ 
cial effect, because nobody (in American 
film) has ever seen it before. That is why I 
did it. It gave things that you never expect¬ 
ed, and [that’s] why I think MORTAL 
KOMBAT was successful. Now for ANNI¬ 
HILATION, what I want is more stunning 
locations, a more integral plot, more ad¬ 
vanced 3-D special effects, more beautiful 
fighting women. It’s everything I wanted to 
do in MORTAL KOMBAT but budget or 
technology did not allow." 

Contrary to an earlier interview in CFQ, 
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Kasanoff affirmed that “The 
film is not more sexual. Basi¬ 
cally, ! took the first movie and 
rated everything excellent, 
good, fair, and poor. Everything 
below excellent, I threw out and 
increased everything that was 
excellent.” (The female aspect 
of MK must have been consid¬ 
ered excellent.) 

If not sexual, perhaps slight¬ 
ly erotic? Leonetti inserted, 
“Maybe to a degree. It’s subtle. The cos¬ 
tumes are pretty nice to look at, and there is 
a mud wrestling fight between Sonya and 
Mileena. Yesterday, we were going back 
over the music deciding on what tune to use 
during this scene. On one hand we wanted 
something fun. something that is Tropicana 
or a strip club because the boys and guys 
would dig that. But on the other hand I 
think 1 am going with something a bit more 
hard-edged. It is the most brutal women 
fight I have seen. It is still sexy enough, but 
there is a reality between a really cool chick 
fight and a little bit of mud wrestling as 
well.” 

Fans will notice that Lynden Ashby (as 
Johnny Cage) and Bridgette Wilson (as 
Sonya Blade) have been replaced. Kasanoff 
said, “Lynden was working on a new TV 
show (“Spy Game” on which yours truly 
was a fight choreographer]. For Bridgette, it 
was a very hard decision, but we wanted a 
slightly different take on her character, and 
we found someone who had that take and 
could do what we envisioned.” 

So what does ANNIHILATION have in 
store for us? Said Leonetti, “MORTAL 
KOMBAT was different because it took 
place in a tournament situation; in this film 
there are no rules. Shao Kahn decides to 
cheat, come down and open up a portal from 
Outworld to Earth. So it’s an adventure as 
opposed to a ring.” Leonetti’s final words re¬ 
ally hit home. “I really do believe what the 
films says: that if you believe in yourself 
more than you ever imagined, you can ac¬ 
complish way more than you can imagine. 
And beyond that, the paradox of the martial 
arts is that you train to be the best, but you 
never want to fight. What is most interesting 
about the mythology of MORTAL KOM¬ 
BAT is that it is not a film about death but a 
film about life and the preservation of life. 
It’s not about fighting but about fortifying 
the person inside you." □ 

Top: Outworld's army of masked fighters is led by Slndel (Musette Vender) and Sheeva (Marjean Holden). 
Mid-left: Uu Khang (Robin Shou) Is comforted by Jade (Irina Pantaeva). Mid-right: Tallsa Soto returns as the 

10,000-year-old Princess Kitana. Below: The character of Johnny Cage takes on Outworld opponents. 

kit 
annihilation. 



Top: the Earth armada 

approaches the planet 

Klendathu, effects by Sony 

Imageworks. Below: the 

aftermath of destruction 

In Buenos, targeted with 

with an asteroid by the 



The ROBOCOP team brings Robert 
Heinlein’s novel to the big screen. 

r™\ aul Verhoevcn—of ROBOCOP and TO- 
uj TAL RECALL—may know how to give 

11 audiences ail the rave-up blood ‘n’ guts 
LJ they've plunked down their eight bucks 
for, but the smart moviegoer has to suspect 
that the Dutch director isn’t about to let it rest 
there. This is, after all, the man who took 
ROBOCOP and turned what could have been 
a stainless steel DIRTY HARRY into a rumi¬ 
nation on the question of identity; this is the 
the same man who made TOTAL RECALL a 
wide-screen comic-book that wanted audi¬ 
ences to ponder the seductions of screen real¬ 
ity between all the blood-squibs. 

Likewise, in TROOPERS, you'll get all 
the exploding spaceships, mass troop move¬ 
ments, and vicious alien bugs that you've 
been promised—having been handed $100 
million by the Sony brass, Verhocven knows 
better than to stint on the stuff the popcorn- 
crunchers crave. But you're also going to get 
your nose tweaked a little bit, in the presenta¬ 
tion of what some might consider the perfect, 
action-adventure world; in the suggestion 
that to get such a world, we might have to 
orient ourselves towards a political outlook 
that will have more than a few viewers 
twitching in their seats. In short, Verhoeven 
has decided to lake on the inherent fascism of 
the action-film genre, and the result may be 
the wickedest flirtation with the Hero-with-a- 
Thousand-Faces since George Lucas quoted 
Leni Riefenstahl at the end of STAR WARS. 

All this started in the winter of 1991, 
when ROBOCOP producer Jon Davison got 
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Each of the different castes of alien arachnids has its own functional, military design, including a battle-tank type that fries some unfortunate soldiers. 

together with one of the writers 
of that landmark project, Ed 
Neumeier. “Ed and I wanted to 
do something else together after 
ROBOCOP,” said Davison, 
“and he had an idea that he 
called BUG HUNT. I was inter¬ 
ested because it sounded like 
something I could also work on 
with Phil Tippett—it was kind 
of a LOST PATROL with 
arachnids. The more we talked 
about it. the more the Heinlein 
novel STARSHIP TROOPERS 
came up.*’ 

No surprise there: the writer 
had developed his BUG HUNT 
concept in his teens, using 
TROOPERS as a template. 
Neumeier continued, “I said, 
‘I’ve been thinking we should 
do this big, giant war movie. 
It's got teenage romance, and 
there’s a triangle in it, and it's 

got this romantic, old-fashioned 
energy to it, but it's a movie 
about bugs.* We both kind-of 
knew that the digital revolution 
was coming, because we both 
had different ears to the ground 
and had heard about what was 
going on at ILM with JURAS¬ 
SIC PARK. And so there was 
kind of consensus of, “Oh yeah, 
you can do that now'. 

Going under the assumption 
that rights to the novel had al¬ 
ready been sold. Neumeier and 
Davison decided to approach 
the majors with Neumeier’s 
generic BUG HUNT concept. 
Not the best approach, as it 
turned out: “We talked to TriS- 
tar,” said Neumeier, “and had 
the most abysmal meeting of 
my career, except for one where 
1 tried to strangle an executive. 
I told very much the structure of 

the movie that now exists, but I 
told it so terribly that the execu¬ 
tive there, Chris Lee, was quite 
correct in saying, *1 don’t know 
what you’re talking about. Get 
outta here.’ So we went away 
with our tails between our legs. 

“[Then] Jon did a very smart 
thing: he said, “Well, you know. 
I’m gonna check and see if 
Starship Troopers is available. 
And it was. It was like you had 
the most beautiful girl in high- 
school, and no one had ever 
asked her out before. So, I was 
in a very remarkable position: 
at twelve years old I had said, ‘I 
want to write STARSHIP 
TROOPERS'—probably like 
two or three-hundred other 
screenwriters along the line 
have done—and 1 was suddenly 
doing it. I took a big gulp, sat 
down, and essentially applied 

all of the thoughts that 1 had had 
over the years to the adaptation, 
but with a real eye towards 
keeping true to the book.” fhat Neumeier did was 

to hold on to 
t h e essence of Hein- 
lein’s concepts, but 

strengthen character relation¬ 
ships to a level not present in 
the book. Rico, who plays as 
something of a loner in the nov¬ 
el (or at least is so preoccupied 
with life in the Mobile Infantry 
that the death of his mother dur¬ 
ing an alien attack only merits 
cursory mention), now has a 
well-defined set of friends and 
lovers. The Klendathu, mean¬ 
while, have been transformed 
from the technologically ad¬ 
vanced, insect society of the 
book to a more biologically-ori- 

Atthough formidable, the enemy arachnids are not 
Invulnerable. Below, a Starship Troopers defeats 
one of the beasties with a well-aimed grenade. 



ED NEUMEIER 
Adapting and updating 
Heinlein for the screen. New recruits enjoy a moment ot esprit tie corps before going into battle. Scripter 

Ed Neumeler put a “higher teen-age romance quotient" into Heinlein s story. 

he works of Robert Hcin- 
lein have rarely survived 
(he transition from book to 
film, but screenwriter Ed 
Ncumeier was dedicated to 

doing justice to the author with 
STARSHIP TROOPERS. Said 
Ncumeier, who also serves as the 
film’s co-producer. “I read the 
book when I was twelve years old, 
and like many people, it had a big 
impact on this boy. Along with my 
fantasies of one day being part of 
the movie business, I thought I 
would like to make a movie out of 
Starship Troopers. Over the years, 
I began to evolve, in my mind, a 
kind of other version of it. This 
version was a war movie on a 
mythic scale, like the book is, but 
it also had a much higher teen-age 
romance quotient—l think I even 
missed that as a twelve year-old. 
So this cooked in my mind for a 
number of years, but I was no 
longer thinking of it in terms of 
Starship Troopers; I was thinking 
in terms of a teen-age romance 
played against an outer-space war, 
because I assumed, ‘Starship 
Troopers has been owned by five 
thousand people, and I could never 
get it, and, you know, Jim 
Cameron kind-of did his own ver¬ 
sion of it. Maybe I can too.' And 
one day l run into John Davison, 
my producer from ROBOCOP, 
and he says, ‘You know, we should 
get together again.” 

After some false starts on a 
generic, “Bug Hunt" script, it was 
discovered that the rights to the 
Starship Troopers were available. 
With the novel purchased, 
Neumeier buckled down to telling 
the story he had been dreaming 
since adolescence. “I take an im¬ 
mense amount of time to write the 
first draft, seven or eight months, 
which convinces everybody 1 
don’t know what I’m doing. They 

all read it, and Paul Verhoevcn 
thinks it’s cool enough that he de¬ 
cides to officially get involved, to 
develop the next draft. Paul and l 
work over another six months on 
the draft, and come up with a cou¬ 
ple of new ideas, the most crucial 
one being put in by Paul. That was 
to make one of the male characters 
in the book, Dizzy Flores, into a 
female character, and combine her 
with a character that I had intro¬ 
duced in the high-school set-up, 
which was a girl quarterback. This 
led to a triangle which was in the 
first draft, but [it was now| two tri¬ 
angles that were playing off of 
each other. I think that was a really 
essential and interesting move.” 

Throughout this development 
process, Ncumeier says he was 
well aware of the size of the task: 
“You know, many Heinlein devo¬ 
tees may feel that 1 have sort of 
blasphemed the good book. Yeah, 
it hit me. but I really felt like I was 
approaching the book with the per¬ 
spective of someone who truly 
adored it. and that, as I went on. I 
knew, because l was by now a pro¬ 
fessional screenwriter, that a book 
and a movie are different. But I re¬ 
ally hoped that if Heinlein were 
alive, he would see the movie and 
say, okay, first: ‘The movie’s dif¬ 
ferent from the book,' but second, 
‘Hey, they at least made a very 
good advertisement for my work.’ 
I don’t know if we’ve succeeded, 
because we’ve had to drop some 
elements that are so associated 
with the book—the power armor. 
That might not go over with some 
of them, but still I feel like in some 
way we went out and in the best 
possible way captured an essence 
of the book and brought it into this 
particular time period, which is 
forty years after the book came 
out, when ideas about science fic¬ 
tion have moved a little bit.” 

As for working with the leg¬ 
endary and demanding director 
Paul Verhoevcn, Neumeier said 
their relationship survived be¬ 
cause, in many regards, both of 
them were able to recognize their 
common goal: “I think to some ex¬ 
tent we have shared sensibilities. 
Sometimes he'll say why it doesn’t 
work for him, and other times he'll 
just say, ’It doesn't work for me!* 
Then we will look at it. Sometimes 
it goes back to the way it was, and 
sometimes a better idea comes. 

“It’s kind of a process of testing 
everything and seeing if it works. 
It’s not always fun. but it often 
yields interesting results. I’ve 
worked with Paul on two movies 
and on about four scripts, and I 
don’t feel, generally, that I lose. I 
think I always gain as a writer, in 
terms of the collaboration. That 
that’s not always what you feel with 
directors. Sometimes you don’t 
click, and I think Paul and I click. 
With Paul, it’s all about the movies, 
and if you are able to put [personal 
concerns] outside yourself, then 
you have a chance at making some¬ 
thing interesting.” 

While the film early on began 
shaping up as a big-budget, mega- 
production, Neumeier said the 
amount of money being thrown 
around didn’t faze him at all. “It 
was almost amusing at times, par¬ 
ticularly in production, when I just 
realized that it really didn’t make 
any difference to me at all; I was 
just following the story and wanti¬ 
ng to do it. My problem was that 
my ideas were not cheap, because 
they’re fantasy ideas, and they re¬ 
quire all this special kind of pho¬ 
tography. One of these days, 
maybe I’ll write something about 
two people in a room talking. But 
at the moment it’s easier for me to 
put them on a starship.” 

One issue was whether the film 

could take Heinlcin’s vision of 
workable. Fascist future and make 
it palatable for a modem audience. 
Neumeier. who brought a satiric 
twist to ROBOCOP’s dystopia 
with his Newshreak interludes, 
was encouraged by Davison to 
take a similar tack with TROOP¬ 
ERS: “I seem to be very intrigued 
by the uses of media,” the writer 
explained, “and so 1 was aided by 
Jon Davison: I was fed a steady di¬ 
et of World War II propaganda pic¬ 
tures. I’m not talking about (he 
WHY WE FIGHT series—al¬ 
though 1 looked at that stuff, too— 
I'm talking about movies the big 
studios made in the middle of the 
war, like AIR FORCE and AC¬ 
TION IN THE NORTH AT¬ 
LANTIC. I just said, ‘That’s what 
I want to do; I want to embrace 
that! I want to make a big. rootin’- 
tootin’ propaganda film, but use it 
as a form of social satire.’ 

“It was very amusing to write 
in that way; it was a different way 
to look at things. It gave me a po¬ 
litical context within which to look 
at the big war-action-spectacle 
film. That's why I did it. I think 
that Paul—having grown up in 
World War II and having seen and 
internalized Nazi propaganda and 
seen how that stuff was used by 
the East, by the West, by every¬ 
body—found it very amusing and 
kind of truthful, in a weird way—a 
truthful way to go after this sort of 
war spectacular. So what we really 
set about to do was to have fun 
with this kind of movie—not to 
make a straight, INDEPEN¬ 
DENCE DAY kind of thing, but to 
really make the kind of movie that 
dealt with these ideas [in a way 
that) would amuse us. And that's 
what I think you do when you’re a 
filmmaker or you’re a writer: 
you’re just trying to amuse your¬ 
self.” Dan Persons 
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PAUL 
VERHOEVEN 

Taking an ironic view of 
Heinleins future fascism. 

Paul Verhoeven directs Denise Richards as hotshot pilot Carmen Ibanez. 

he way Paul Verhoeven sees 
it, even the Sojourner land¬ 
ing demonstrates how much 
the American public needs 
STARSHIP TROOPERS. 

“When this little thing landed on 
Mars, one of the top leaders of the 
NASA project said, precisely, 
‘This proves that the U.S.A. is the 
master of the solar system.’ That 
was in the newspapers. Isn't that 
ironic? Not for him—he believes 
that, really. Is it ironic for me? 
Yeah. Would I question it? Yes. Is 
it reasonable to put things in these 
kinds of power terms? I doubt that 
that's the way that humanity 
should develop. But it’s part of our 
society. 

The director knows from 
whence he speaks. Born in the 
Netherlands in 1938, Verhoeven 
has seen firsthand the perils of the 
fascist system. During his ascent 
to the upper echelons of the film 
elite, he has been listening to the 
echoes of fascism in a post-Cold 
War media that has been straining 

to frame a new, national scourge. 
In his eyes, the ironies arc obvi¬ 
ous: “A common enemy will help 
us very much, won’t it? It’s like 
the United States is looking for a 
common enemy now and can’t 
find it. In fact, if you look at the 
movie carefully, it is colonization 
by human beings that sets off the 
whole conflict. It’s like one race, 
one species—the human race, in 
this case—is intruding into the ter¬ 
ritory of another, and that basically 
sets off the conflict. But that’s also 
like normal politics, isn't it? In the 
movie we set up the conflict so 
that it’s the other species who [is 
held] responsible. But if you look 
at it more closely, you can strongly 
doubt it. I think if you want to look 
at the movie that way. there's a lot 
of political impact, although be¬ 
cause it’s put in science-fiction 
terms and it’s presented with a dif¬ 
ferent species, it doesn't read like 
political commentary.” 

The Sony brass, having sunk 
$100 million into STARSHIP 

TROOPERS, would probably be 
delighted if political commentary 
didn’t enter into the thing at all. 
For Verhoeven, however, block¬ 
buster success isn't claimed solely 
with big explosions and massive 
spaceships: UI always felt that the 
movie can only work when the 
big-event aspect and the characters 
work at the same strength. I feel 
that it should not be a special ef¬ 
fects movie, only. We spend a lot 
of time in the beginning establish¬ 
ing the characters, and the insect 
invasion only starts halfway 
through the movie. So, really, time 
is spent establishing everybody, 
making them people you care 
about. Then after that, you get into 
the fight. I feel that that side of the 
movie—let’s call it the character 
side, the human side—was as im¬ 
portant as the big effects, big ac¬ 
tion stuff. And I think that if this 
movie works, it’s because of the 
balance of the two." 

What, then, led Verhoeven to 
choose so relative an unknown as 
Casper Van Dien for his lead 
trooper? “Because he seemed to be 
Johnny Rico," said the director. “I 
tested him for months. It was not 
like he comes in and that’s him. It 
was, ‘Yes, that’s the type,’ but it 
had to be clear that he could por¬ 
tray the character—the nuances, 
the vulnerability. Johnny goes into 
the military because of a young 
woman, not because he’s so much 
into Federal service. So he’s por¬ 
trayed as having a vulnerability 
from the very beginning; his feel¬ 
ings for Carmen are really impor¬ 
tant to him. He had to be able to 
develop from a vulnerable high- 
school kid to an officer that at the 
end has the strength of character 
and the knowledge of a real offi¬ 

cer. That's not so easy a curve.” 
With the grueling, ten week lo¬ 

cation shoots at Hell’s Half Acre in 
Wyoming and the Badlands in 
South Dakota, Verhoeven seemed 
determined to make the production 
a mirror image of the military oper¬ 
ations depicted on-screen. As with 
any major troop movement, plan¬ 
ning was everything. Said Verho¬ 
even, “If you compare the story¬ 
boards to what's on the screen, I 
think there would be a resemblance 
of eighty-five percent, perhaps 
even more. The storyboards were 
really our biblc; we thought. If we 
deviate from this, we are f doomedJ, 
because it becomes too complicat¬ 
ed and nobody will know what 
should be done first. So we made 
clear from the very beginning that 
we would really shoot the story¬ 
boards, and we had storyboards of 
the whole movie—at least every¬ 
thing that had bugs or action or dif¬ 
ficulties in it. 

“Every morning, we’d go 
through these scenes. In fact, 
throughout the whole movie, we 
would all come to my trailer in the 
morning and go through the story¬ 
boards that were on the wall, and 
we would point out, ‘This is the 
first shot; this is the second; this is 
the third shot. Then we go from 
here to here; then we skip that‘shot. 
You have to start preparing this, 
because we need it in six hours.* 
We did that on a regular basis 
every morning. After twenty min¬ 
utes, everybody went his way, and 
it was like all the generals went to 
their different areas. It was done 
like a military operation, and I 
think that’s how you can do it.” 

As Verhoeven is quick to point 
out, the job couldn’t have been 
done without the work of his “gen- 

Verhoeven’s take on a workable, Fascist future resulted In a clean, utilKarian look 
to the production design, emphasizing functional elements, not decoration. 
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POLITICALLY CORRECT ENEMY 

“I saw in the script the possibility to create 
an enemy that was politically correct,” said 

Verhoeven, “that could be killed without 
having to go into humanistic reasoning.77 

Casper Van Dien as Johnny Rico leads the charge against the alien enemy. 

crals:” “I was fortunate that I had 
a really good assistant team. My 
first assistant and second assistant 
were really into the movie and 
took a lot of weight from my 
shoulders. I had an excellent sec¬ 
ond unit director (Vic Armstrong], 
so a lot of the stuff could be dele¬ 
gated. I think if you don't have 
these people, then it would have 
been, well, disastrous, really. 
They supported me, and carried 
the weight of the entire organiza¬ 
tional. logistic stuff. And the same 
applies to the producers (Jon 
Davison and Alan Marshall]. It's 
not the kind of movie you do on 
your own. It’s not. He’s the direc¬ 
tor and and he knows absolutely 
everything. That's not the case, at 
least in my opinion, when you do 
a complicated a special effects 
movie.” 

That situation changed in the 
editing room, where Verhoeven 
had a rare final cut agreement 
with Sony. Clocking in two hours 
and two minutes in the version 
completed at the time of our inter¬ 
view, the film, according to the di¬ 
rector. did not change drastically 
from the initial cut. "I think the 
first cut was two hours and fifteen 
minutes or twelve minutes, so ba¬ 
sically we only took a couple of 
things out. Or not even took 
things out, just made it sharper, 
which is what you normally do. 
isn't it? You cut an exit or jump a 
little bit into the scene instead of 
having them come into the room 
and then starting the scene. Some¬ 
times you shoot it that way be¬ 
cause you think there's something 
interesting, but later when you see 
it you say, ‘Oh no, we can jump 
ahead.’ We tightened it, but with¬ 
out affecting the scenes in any 
way. The film is ninety, ninety- 
five percent like written.” 

While the director has been 
sending kudos to the effects com¬ 
panies, he also acknowledges that 
none of this would have been pos¬ 
sible without the advances made 
since his last genre foray, TOTAL 
RECALL. “I think the shots look 
great, in both areas: the starship 
areas and the insect areas are both 
well-executed and seem to go 
well beyond what has been done 
with Cameron and Lucas. But of 
course it’s clearly building on top 
of what other people have 
achieved in the last five or six 
years. It's the same digital tech¬ 
niques; I'm not so much an inven¬ 
tor there, but some of the people 1 
worked with pushed it as far as 
they could. The legacy of Lucas, 
Spielberg, and Cameron is there, 
and you just stand on the shoul¬ 
ders, you hope; you stand on their 
shoulders to reach the next level.” 

Dan Persons 

ented civilization, structured 
along the lines of their destruc¬ 
tive abilities: acid spewing 
tanker bugs; death-ray shooting 

plasma bugs, etc. As for Hein- 
lein’s controversial stab at so¬ 
cial speculation, Neumeier de¬ 
cided to stick with the author's 
vision of a workable, fascist so¬ 

ciety, but twist the view around 
with ROBOCOP-like satire 
and—at Davison's insistence 
(and with some initial reluc¬ 

tance from the screenwriter 
himself)—occasional breaks for 

the FedNet: web-page-like in¬ 

terludes that would parody, 
NewsBrcak-stylc, the frequent- 
ly-ahsurd excesses of govern¬ 

ment propaganda. 

he newly sanctified 

STARSHIP TROOPERS 
script was forwarded to 
Verhoeven. who was im¬ 

pressed enough with what he 
saw to commit time towards 

molding the work to his own vi¬ 

sion. Over the next six months, 
the director worked with 
Neumeier to pound out another 
draft of the script. Amongst oth¬ 
er changes worked into the new 

edition: taking the previously 
male Dizzy Flores and turning 
the character into a female 

classmate of hero Johnny Rico, 

thus opening the door for a pair 
of interlocking love triangles 
between Rico, Flores, crack 

starship pilot Carmen Ibanez 

and her fellow pilot and 

prospective suitor. Zander 
Barcalow. With sufficient 
tweaking—the finished product 

is so gung-ho that John Wayne 
would be embarrassed—the di¬ 
rector was sold enough to com¬ 
mit to the project. 

Of his reaction to the initial 

script, Verhoeven said, “What 1 
liked was the sort-of pscudo- 

fascistic outlook, what we call 
this fascistic utopia. That was 
one of the interesting elements, 

but it was certainly not why I 
wanted to do the movie; it 
wouldn't be enough. More im¬ 
portant for me. I thought, was 

the whole creation of this kind 

of insect species, this different, 
layered, biological enemy. I 
think what I saw in the script 

was the possibility to create an 
enemy that was politically cor¬ 

rect, that you could kill, in a 
certain way, [as you could 
once] do in a movie about the 

German enemy. It’s the attitude 

that we—the Europeans, and 
the Americans at the same 
time—had about the Second 

World War: the enemy was 

Japanese or German, and they 
were definitely devilish; they 

were not seen in any human 
way. If you listened to docu¬ 

mentaries at that time, the ene¬ 
my is completely dehumanized. 

“That’s not possible any¬ 

more—you cannot do a movie 
like that, with Germans and 
Japanese. Nowadays we arc in a 

situation where you would look 
at both sides, and you would 

give them more human behav¬ 

ior. At least I would do that. I 

would think it would be boring 
to just look at Germans and 
Japanese as inhuman, devilish 
people; I don't see it that way. 
But I thought that it would be 

interesting to (try that attitude] 
once again with a species that 
basically can be detested, that 
can be killed without having to 

go into humanistic reasoning. It 

would just be a straight, biolog¬ 

ical enemy, where you would 
not identify with the enemy 

anymore.” 

Finding the perfect enemy 
was one thing. Proving that 
your giant, arachnid baddies 
would scan on the wide-screen 
was another. Based on the re¬ 
drafted script and Vcrhocven’s 
commitment to it, TriStar for¬ 
warded enough money for a 60- 
second effects test. In July of 

1904, Verhoeven, Tippet, and a 
corps of hand-selected crew 

people went out to Vasquez 
Rocks to shoot the live-action 

plates. “It was the dead of sum¬ 
mer,” Neumeier recalled, “Au¬ 
gust 19th or 21st, and we went 
out to Vasquez Rocks. There 

was a little crew; everybody 
was just showing up because it 
seemed like a fun thing to do. 

We had a little money to do 
something; we had trucks and a 

wardrobe guy. The d.p. had 
worked with Joe Dante, and we 
had a stunt guy [Olympic ath¬ 
lete Mitch Gaylord| running 
around with a machine gun. I 
was a dead extra, and there was 
another guy who was cut in 
half, who was not alive, of 

course, and I lay out in the sun 

all day, and Paul ran around and 

mimed being a giant bug. 
“At the end of the day, I re¬ 

call, everybody laughed and 
said, ‘Well, 1 guess maybe we’ll 

be able to use two or three of 

those shots. Maybe we’ll get 
something.* Several months 
went by, and when I finally saw 
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FUTURE FASCISM 

^There’s a certain irony to it,” Veritoeven 
said of the film’s future society. “Heinlein is 

much more straight about it—there’s no 
criticism or irony in the book.” 

The stark, dark look of this military funeral consciously evokes the imagery of 
Nazi Germany—the film's ironic commentary on Heinlein's view of the future. 

it, it was pretty much exactly 
the way Paul had imagined it. 
Everything worked very well, 
and Phil [Tippet] began animat¬ 
ing the bugs into it—he had a 
very small staff at that time go¬ 
ing—and they took about three 
months, and they made this 
wonderful little test. When we 
saw it, Jon and I wanted to run 
down to Westwood and show it 
before a movie, just to watch 
what the crowds would do.” 

The public never got a 
chance to see the footage— 
which in the end ran a total of 
47 seconds—but the brass at 
TriStar did. Neumeier said, "For 
someone who's never seen two 
giant bugs fight a guy with a 
machine gun, it was just the 
coolest thing you’d ever seen. I 
think that TriStar and Sony and 
all the money people looked at 
it and scratched their heads and 
said. ’Wow, that's a bug!’ But I 
still think they didn't quite 
know, like, ‘Well, should we re¬ 
ally do this ridiculous movie? 
We had to wait a long time for 
the money to come around, and 
I think that the heroes in the 
money world were essentially 
Joe Roth at Disney, and whoev¬ 
er his analysts were. Mark Can¬ 
ton came in and put his approval 
on the whole project. I think this 
kind of movie, which is very 
large in ambition—particularly 
on a finance level—it required 
two studios to be interested in it. 

"I think that essentially they 
were interested in Paul Verho- 
even’s ability to do the movie 
that they could see a glimmer of 
in the script. That was something 
that someone at both studios de¬ 
cided to roll the dice on, w hich is 
a really brave thing, a thing that 
is rare in this day and age. If you 
think about the old days, that's 
how some really great films were 
made, and it just doesn't happen 
anymore. I glimpsed how it had 
happened here, albeit on the lev¬ 
el of high-finance, and I thought 
it was admirable.” 

STARSHIP TROOPERS 
was now a go project, a co-pro¬ 
duction between TriStar, who 
would handle domestic distrib¬ 
ution, and Disney, who would 
handle the international release. 
At Verhoeven’s request, pro¬ 
ducer Alan Marshall—who had 
previously exercised his abili¬ 
ties on Verhoeven’s BASIC IN¬ 
STINCT and SHOWGIRLS, as 
well as MIDNIGHT EXPRESS, 

and ANGEL HEART—-came in 
to handle the massive demands 
of the live-action shoot, while 
Davison would direct his atten¬ 
tions to the extensive special ef¬ 
fects sequences. ”1 obviously 
know [Verhoeven] better than 
most people,” Marshall said. 
"We have our ups and downs, 
but overall we get on pretty 
well together. I have an enor¬ 
mous amount of respect for 
him, and I think he certainly has 
a certain amount of respect for 
the job that I do, which is to 
keep the ship moving along. 
That's the most important asset 
that I bring.” 

As with Verhoeven's previ¬ 
ous films, Jost Vacano was re¬ 
cruited as D.P., while Allan 
Cameron, who had done pro¬ 
duction design on SHOW¬ 
GIRLS. as well as WILLOW 
and HIGHLANDER, would 
build the diverse locales: the 
unified, future Earth; the high- 
tech, pre-fab military installa¬ 
tions on Tango Urilla and Plan¬ 
et P; and the subterranean hide¬ 
outs of the Klcndathu enemy. 
Basil Pouledoris (ROBOCOP) 
would handle the musical score. 

Phil Tippett, having original¬ 
ly budgeted for all effects work 
on the show—including such 

ncw-to-his-company fields as 
special makeup effects—decid¬ 
ed in the end to concentrate his 
efforts where they best could be 
showcased: on the creation of 
the CGI-generated bugs. Sony- 
owned TriStar made sure that 
the spaceship effects went to 
Sony Pictures Imageworks, 
while VCE’s Peter Kuran 
picked up such miscellaneous 
shots as the compositing-in of 
Rico's wounds during a flog¬ 
ging sequence, and a tricky, 
motion-control water-tank shot 
for when Rico undergoes inten¬ 
sive medical care after a battle¬ 
field wounding. Amalgamated 
Dynamics Incorporated handled 
the animatronics, providing, at 
their most flamboyant, a giant, 
“bucking bronco” tanker bug. 
The more visceral make-up ef¬ 
fects—all those fallen fighting 
men and women, and their vari¬ 
ous limbs, torsos, and miscella¬ 
neous bits of anatomy—were 
turned over to Kevin Yagher. 

For his human cannon fod¬ 
der, Verhoeven chose mostly 
from a corps of big-screen new¬ 
comers. Casper Van Dien, 
whose only previous feature 
credit was the title role in 
JAMES DEAN: RACE WITH 
DESTINY, was chosen for the 

hell-bent-for-glory role of John¬ 
ny Rico. Denise Richards, most 
recently from Greg Araki's 
NOWHERE, was cast as im¬ 
petuous starship pilot Carmen 
Ibanez: while Patrick Muldoon, 
as pilot Zander Barcalow, 
would compete for the atten¬ 
tions of the toothsome Carmen; 
and DOOGIE HOWSER’s own 
Neil Patrick Harris, as psychic 
Poindexter Carl Jenkins. Genre 
experience would be provided 
by Michael Ironside—of 
SCANNERS and TOTAL RE¬ 
CALL—as blood-n-guts histo¬ 
ry teacher Jean Rasczak; Dina 
Meyer (JOHNNY MNEMON¬ 
IC and DRAGONHEART) 
would become boot-camp grunt 
and rival for Johnny’s affec¬ 
tions Dizzy Flores; Jake Busev 
(TWISTER. THE FRIGHTEN- 
ERS) was cast as Johnny's 
fighting mate, Ace Levy. 

Of his largely untested cast, 
Verhoeven said, "In one way 
it's easier, because they will not 
immediately challenge your 
view. It’s a bit more difficult, 
though, because they have less 
experience, and you have to ex- 
periment more; you have to 
back them up a little bit more. 
So it has its advantages and dis¬ 
advantages, but it worked very 
well, in my opinion. I think 
everybody had a good time, and 
I think they were all challenged 
by being physical and being a 
character at the same time. I 
think it was very refreshing to 
work that way. 

“Basically, there was an ab¬ 
sence of ego w ith the individual 
actors and actresses. Everybody 
had a feeling that they were part 
of a bigger thing, and they were 
not trying to stand out or to say, 
’This is about me.' It was pleas¬ 
ant; it's a bit more time-consum¬ 
ing, because there are things 
you know a bit better about 
what the camera does after you 
have done ten movies than if 
you have done no movies at all. 
So you have to teach that—or at 
least point it out—and some¬ 
times you have to re-do it be¬ 
cause they do not realize where 
the camera is, or whatever. But 
that was still a limited problem, 
I would say." 

he sweep of Neumeier’s 
narrative—which in the 
course of two-hours of 
high-charged entertain- 

vonlinurd on page 27 
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ILM 
Helping complete the 
effects on deadline. 

By Dan Persons 

When STARSHIP TROOP¬ 
ERS found itself running up 
against deadlines while trying 
to complete its special effects. 
Industrial Light and Magic was 
called in to help shoulder the 
burden. “There was a certain 
point in the production,” said 
George Murphy, who oversaw 
ILM’s contribution to the pro¬ 
ject, “when a proposal was 
made to sec if we would take on 
some shots that would help dis¬ 
tribute the load. We took into 
consideration 43 shots. In par¬ 
ticular, they had come up with 
some sequences that would be 
somewhat self-contained and 
isolated, so while we had to 
have continuity with the other 
work, it wouldn’t necessarily 
cut directly with some of the 
other effects shots." 

What was handed to ILM in¬ 
cluded Carmen Ibanez's hot- 

doggin' debut as pilot of the 
space battleship Rodger Young, 
shots of a moon-girdling space 
station, and images of a war- 
scarred fleet limping home 
from battle. Said Murphy, "The 
biggest concern was whether 
we could get the physical mod¬ 
el-work done in the time-frame. 
Our model guys really crushed 
through that. That’s probably 
the part of the crew that really 
had to work around the clock so 
we could get stuff into the 
pipeline. (Some of the models, 
including the fleet battle station 
Ticonderoga, were supplied by 
Sony Pictures Imagcworks’ 
own Thunderstonc shop.) The 
amount of detailing that had to 
be done to these models to hold 
scale for some of the camera 
moves and just to show some of 
the damage—that was one of 
the biggest concerns. We had 
enough time if we didn’t get 
hung-up anywhere. Fortunately, 

Most of the ILM effects were for self-contained sequences, such as a trip to a 
moon base, which did not Intercut with work completed by other effects groups. 

Called upon to complete effects that had already been started, ILM composited 
many elements shot by Sony Effects, using the green screen method (top). 

a few things took less time than 
we thought, and that helped us 
catch up on some other things.” 

The effects are reminiscent 
of a World War II naval film, 
according to Murphy. “Much 
like STAR WARS took its cue 
from planes flying in the air just 
to get that sense of motion and 
speed, Paul tended towards 
thinking of these things literally 
as ships in water. They’ll list 
and sink in some of the other 
scenes; even though in space 
there is no up and down, we 
portray the sense of that, just 
because it gives the audience 
something to understand what’s 
going on. From an emotional 
level, it tends to work very well. 

“These ships are supposed to 
be half-mile long cruisers. 
They're like naval carriers: 
they’re loaded with troops and 
other vessels, and they ap¬ 
proach the battle zone and drop 
their ships. They don’t move 
quickly; they’re good targets.... 
It’s a matter of finding the right 
balance with the camera moves. 
There arc fairly involved things 
going on here, and sometimes 
the more you move the camera, 
the smaller the scale feels." 

Complicating the matter was 
the need to use live-action 

plates that were filmed by Sony 
Pictures Imageworks. “A lot of 
the elements that for our fore¬ 
ground cockpit elements and 
some of the scenes looking out 
the windows, were elements 
that were shot at Sony on green- 
screen,” said Murphy. “They 
had been shot actually before 
we got involved with the pro¬ 
ject. Part of the challenge of 
coming into the show was that 
working with elements that 
were designed by somebody 
who was expecting to put them 
together in a whole different en¬ 
vironment. Everybody has their 
things set up to work in a little 
different way, so making things 
work for ourselves required a 
little adjustment. 

“Traditionally, when we’re 
shooting things for ourselves, 
we shoot blue, because there 
have been some problems in the 
past with the way film records 
the green-screen: you can get a 
built-in matte-line. So it actual¬ 
ly it gave us a chance to refine 
some of our green extraction 
techniques. A lot of other facili¬ 
ties use green as a standard, and 
we’ve sort-of shied away from 
it. But it gave us a chance to 
nail down some of that.” 

continurd on page Ml 
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SONY IMAGEWORKS 
Taking the Troopers to outer space. 

By Dan Persons 
Although Phil Tippett’s CGI 

unit would be carrying the li¬ 
on’s share of the STARSHIP 
TROOPERS effects, the guys at 
Sony Pictures Imageworks had 
no illusions about the level of 
work being demanded of them. 
“We only had about 125 shots,” 
said visual effects supervisor 
Dan Radford, who was brought 
in by Imageworks president 
Ken Ralston specifically for 
TROOPERS. “Phil Tippett had 
200-plus insect shots right out 
of the gate. So it sounded like 
we had a rather small role to 
play. But Paul [Verhoeven) was 
rather economical in his design 
of the film: you don’t have an 
outside effects shot of a space¬ 
ship unless everything in the 

One of the two model-movers 
custom-designed by Barry Walton, 

allowing three axes of motion. 

shot is working, hard. If you 
take your basic breakdown of a 
show that has a hundred shots, 
maybe twenty are big-money 
shots, and another forty are 
middling service shots; then 
maybe the next forty or thirty 
you do between coffee 
breaks—easy, mechanical 
shots. [In TROOPERS,| almost 
all of our hundred were like 
your worst twenty. We really 
didn't have a single, easy shot.” 

Members of Imageworks 
had to accustom themselves to 
Paul Verhoeven’s approach to 
filmed fantasy. "What Scott and 
1 used as the guide which never, 
never got us wrong,’* said Rad¬ 
ford, “was that Paul never 
wants to do things the easy way. 
That is, if you look at a film 
about ships smacking into each 
other and blowing things up in 
space, there’s a recipe card for 
every single thing that happens 
in this film, in terms of at least a 
visual touchstone or something 
we’ve seen before. There’d be 
something in your mind to 
reach up onto the mental shelf 
and pull off pretty much a pre¬ 
defined set of techniques for 
doing it. But that's not what 
Paul wanted. Paul very much 
insisted that we try things that 
had been deliberately avoided 
in the past—because they’re 
just difficult to do—and [that 
we] try and show things in a 
slightly different way. 

“We had very strong feelings 
about the space material. We 
wanted to portray it in a more 
realistic style than has typically 
been done. If you look at the 
design of Paul’s films and his 
visions of the future, they’re al¬ 
ways a bit sterile, and that goes 

in synch often with his themes 
of the future. He’s always warn¬ 
ing us about the perils of an 
overly-organized society—that 
things tend to get a bit regi¬ 
mented and a bit cold because 
of that. If you look at the design 
of our show, you see a lot of 
very large, extruded and formed 
surfaces in these large, manu¬ 
factured objects which we call 
spaceships. The design we're 
trying to get to is that this is ac¬ 
tually a rather cold and danger¬ 
ous place; it’s not like sitting in 
your living room and driving 
around space in comfort. These 
are military vehicles you’re in, 
in a state of peril. And like most 
military vehicles in real life, 
they can be just as dangerous to 
you as they are to your oppo¬ 
nent if something goes wrong, 
or if you’re foolish. Our light¬ 
ing, our treatment of surfaces, 
very much tries to portray... not 
a starkness, because we really 
did want to preserve the sort of 
chilling beauty that you’d see in 

films like 2001 and 2010. You 
wanted to keep that feeling of 
awe and scope, but you also 
wanted to portray it as a hostile 
environment, a place where we 
wouldn’t naturally be. So we go 
with a lot of high-key lighting 
situations; we try not to be 
timid in portraying difficult 
lighting situations with the 
models, even when there’s de¬ 
struction going on. And we try 
not to be timid in showing what 
happens when these things in¬ 
teract; large, massive things try¬ 
ing to avoid each other, or work 
in concert with each other in 
large formations. That’s basi¬ 
cally the look we’ve been trying 
to portray—just the size and 
power of being there.” 

To pull off the level of 
verisimilitude that Verhoeven 
demanded, the crew at Image- 
works decided to take an unusu- 

A Starship Troopers outpost, on an alien landscape, resembles a fort. 



ai tack in an industry that in re¬ 
cent years has come to believe 
that any magic a film demands 
can be pulled from the belly of a 
computer: build the mighty, 
Federation fleet as a set of phys¬ 
ical models, and mate the mo¬ 
tion-control footage with CG el¬ 
ements of planets and stars. “To 
me,” said Radford, "this is one 
of the most interesting aspects 
of the show: with our shop, 
everything begins in almost 
every case with something that 
we photograph; then its entire 
environment and a lot of the 
other action pieces that it's relat¬ 
ing to like plasma or planets or 
asteroids—those things arc syn¬ 
thetic, added afterwards. Every 
shot for us is a hybrid shot: be¬ 
tween photography, 2D com¬ 
positing, and 3D animation. 

“Everyone involved in the 
project is a big believer in the 
quality and skill of traditional 
model makers, and the ability of 
such tools to bring a richer, 
deeper, in many ways grittier vi¬ 
sion to the screen, getting away 
from some of those clean, cut¬ 
out type looks that certain levels 
of computer graphic ships 
would bring to the screen. I'm a 
big fan of digital, having come 
up through those ranks; but at 
the same time, a physical model 
still has the ability to be detailed 
out, to be worked on, to be ana¬ 
lyzed, and to be photographed 
in very efficient manners. I 
think in the long run it winds up 
being, still, for upper-end model 
work, more cost-effective to do 
it physically than digitally.” 

Sony Image*orks provided shots of Earth's space battalions carrying troops 
to battle. As STAR WARS used WW-II movie dog fights for Inspiration, STARSHIP 

TROOPERS consciously evokes the look of a slow-moving naval armada. 
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you’d see in this show.” 
Close to 200 effects people 

labored for a year and a half in 
various aspects of the project, 
creating and manipulating al¬ 
most 2000 individual film ele¬ 
ments that incorporated the ac¬ 
tual ships and their individual 
lighting passes. Pete Kosachek, 
who photographed Image- 
works' contributions to JAMES 
AND THE GIANT PEACH, 
performed the same role for 
most of TROOPERS model- 
work; Alex Funke was brought 
in to oversee photography on 
the numerous pyro elements. 

Working under a tight dead¬ 
line, camera department head 
Barry Walton developed two 
custom-designed model- 
movers specifically for the 
show. One, called the tri-ax, al¬ 
lowed the model to move along 
three axes (“You’d have to pic¬ 
ture it as a sort-of rounded dish 
that the model moves in,” ex¬ 
plained senior visual effects 
supervisor Scott E. Anderson). 
The other, built specifically to 
handle the massive, eighteen 
foot model of the combo troop- 
battleship Rodger Young, was 
promptly dubbed “Gigantor.” 
“A hitchin' model mover,” was 
Merkert's sage estimation of 
this mechanism, its stepper- 
motors so powerful that, ac¬ 
cording to Radford, “you could 
mount a Lexus on it and fly it 
around in space if you wanted 
to.” 

Further complicating Image- 
works’ task was Vcrhocven’s 
insistence that certain, key se¬ 
quences be shot in adherence 
with the basic tenets of film 

An outer space collision during the confusion of battle—one of numerous 
“ mayhem events" filmed by Sony Imageworks to lend an epic scale to the film. 

To get the job done, Sony 
went the extra mile of setting up 
a division within their effects 
division, Thunderstone, to cre¬ 
ate the elaborate models. “This 
is one of the largest model 
shows ever done,” explained 
George Merkert, the visual ef¬ 
fects producer whose main 
bailiwick was physical effects. 
“We built a great number of 
models, on the order of twenty 
or twenty-five of ’em, at vari¬ 
ous scales for spaceships of the 
Rodger Young class, along with 
tactical fighters and drop-ships. 

"We’ve changed some of the 
details [from the book]. What 
happens now is that the star- 
ships are a cross between a bat¬ 
tleship and a troop transport— 
they take the starship troopers 
from Earth to the arachnid sys¬ 
tem. A large part of our work is 
photographing the Rodger 
Young class ships and the drop- 
ships that, when they eject, arc 

full of troopers who then land 
on the planet and battle the 
bugs. A lot of the space-work is 
ours. We’ve got models ranging 
from a few inches long to more 
than 18 feet long, which are 
models of the Rodger Young 
class ships. 

“I also worked on TOTAL 
RECALL, and see a lot of simi¬ 
larities between RECALL and 
this picture. [Verhoevenj likes 
the kind of design where every 
piece of what you see visually 
has an apparent function. He 
doesn't tike decoration for dec¬ 
oration's sake. As a result, you 
get these very utilitarian but 
beautiful spaceships. They have 
a kind of realness about them 
that you can believe, because it 
seems as if there isn’t anything 
on them that’s so fantastical that 
it couldn't actually exist. Which 
is a very different kind of feel¬ 
ing than you get from, say, the 
Millennium Falcon, or any of 
the spaceships you see on the 
STAR TREK series, which are 
more fantastical than what 
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PHIL TIPPETT 
Bringing the bugs to life. 

By Lawrence French 

Shortly after finishing his 
work on JURASSIC PARK, ef¬ 
fects maestro Phil Tippett re¬ 
united with ROBOCOP director 
Paul Verhoeven, to film the 
arachnid warriors that threaten 
to conquer the Earth in STAR- 
SHIP TROOPERS. The twist 
for Tippett Studios (located in 
Berkeley, California) was that 
they would completely eschew 
their traditional stop-motion 
techniques in favor of the more 
au courani computer animation 
that had come of age in Spiel¬ 
berg’s dino opus. “It was al¬ 
ways a given that the effects 
would be done digitally,” says 
Tippett. “We had already done a 
number of in-house tests, as 
well as some smaller pictures, 
so we understood the basics be¬ 
hind putting together a CGI 
Studio. With the kind of free¬ 
dom you get with these new 
CGI tools, wc could structure 
the effects sequences to get the 
utmost out of each shot.” 

To mastermind the design of 
the bugs, Tippett selected his 
longtime colleague, Craig 
Davies, who was responsible 
for the malfunctioning ED-209 
robot in ROBOCOP. “Craig 
would bring his drawings down 
and we'd all look at them for 
different things,” said Tippett. 
“I’d be looking for animation 
possibilities, while Paul was 
looking for something that 
peaked his aesthetic." 

Since Davies already har¬ 

bored a longstanding interest in 
entomology, he was an ideal 
choice to create the fearsome 
arachnid warriors. “Most kids 
like playing with bugs,” says 
Davies, “and their mechanical 
design has always been one of 
my interests. But when we 
studied insects for the movie, it 
was more from a giant bug per¬ 
spective, then from a scientific 
approach. Working in CGI, we 
were also motivated to keep 
things segmented, and we paid 
a lot of care to where the sur¬ 
faces joined. The joints them¬ 
selves needed a let of attention, 
like they had a membrane, so 
they would seem completely 
believable.” 

After Davies came up with a 
rough working model of the 
warrior bug, he took the initial 
test footage and scanned it into 
the computer. Then animators 
Blair Clark and Adam Valdez 
went to work and inserted two 
warrior bugs into the shot. “It 
looked pretty good,” relates 
Davies, “and we refined the de¬ 
sign from there. The design was 
initially worked out by our talk¬ 
ing with Paul Verhoeven, Ed 
Neumeicr, and Jon Davidson. 
Ed had this bug hierarchy in 
mind, with a sort of caste sys¬ 
tem for the various bugs. We 
sketched ideas out on all the 
different bugs, and then tried to 
establish an overall style. We 
culled out the designs that were 
deemed most appropriate. We 
then went through a very inten¬ 
sive 2-D design phase, and 

Top to bottom: (1 & 2) The arachnids attack In formation, overwhelming the 
Troopers, the agility frighteningly realized in CGI. (3) Front and side views of 
bug designs, by Craig DavlBS, of Tippett Studios. {4) Phil Tippett holds a bug 

maquette; no actual miniature models were used In the filming. 



Employing skills developed In stop-motion, a "motion animator” controls the 
movements ot a warrior bug making an adjustment on the real-time Digital 

Input Device, the 1996 Technical Oscar-winning Invention of the Tippett Studio. 

BANKROLLING THE BUG HUNT 

**1 think the studios were interested in Paul 
Verhoeven’s ability to do the movie that 

they could see a glimmer of in the script,” 
said Neumeier, “which is a brave thing” 

once we had picked out the 
main bugs, we went to a ma- 
quette phase. Since the warrior 
bug was the most common bug, 
we decided to nail that one 
down first. It has four legs, with 
pointed toes, chewing 
mandibles and huge jaws that 
can cut people in half. The war¬ 
rior bug really set the standard 
for all the other bugs.” 

Along with the design of the 
different bugs, a complete ge¬ 
nealogy schematic was worked 
out, giving them names and 
specific functions, although 
much of that information will 
not be conveyed in the finished 
movie, because the Federal sci¬ 
entists know little about the 
alien species themselves. 
Laughed Tippett, “They’re the 
bug people from the outer 
reaches of the solar system, and 
that's pretty much all there is 
[in the movie] to explain them. 
There’s a scene in a high school 
biology class where they’re cut¬ 
ting apart some Arkellian Sand 
Beetles and there’s an image of 
the warrior bug that comes out 
of that—how they evolved 
through millions of years of 
evolution, until they eventually 
colonized planets, but that’s 
about it.” 

Originally, ten different bug 
species where planned for the 
movie, but due to dramatic and 
budgetary concerns, the final 
number was reduced to six. Of 
the six that made the final film, 
there was an attempt to make 
them function somewhat analo¬ 
gous to the enemy forces in a 
World War II action film. “Al¬ 
though it’s a science-fiction- 
fantasy picture, it*s also very 

much a war picture,” stated 
Davies. “So the tanker bug is 
like a huge tank, or half-track, 
with a flame-thrower. The hop¬ 
per bug is one of the specialty 
bugs. It has wings and can fly, 
so it fills an Air Force type of 
role. The warrior bugs are like 
the infantry or ground troops. 
They have huge jaws and are 
very aggressive and agile. The 
plasma bug is like the heavy 
duty artillery. It can launch 
plasma into outer space and hit 
spaceships, or even asteroids, 
causing them to fall towards 
Earth." 

At the top of the bug hierar¬ 
chy is the strangest and most 
unusual of all the insects: the 
brain bug. It functions as com¬ 
mander of the bug armies, and 
has a whip like palpus that can 
pierce the skull, enabling it to 
suck out and absorb all the 
knowledge inside a human 
brain. Because the brain bug 
plays such a central role at the 
climax of the film, Davies de¬ 
voted a substantial amount of 
time to it’s design. “We did 
about 20 drawings before we 
built the first maquette,” said 
Davies. “Then we did a de¬ 
tailed model and talked to Paul 
about it. We’d get down low 
and look at the model, putting 
little characters near him to try 
to figure out how he’d behave. 
Then when the final design was 
approved, we digitized it into 
the computer. What we ended 
up with is about ten feet high, 
has sharp facial claws, a big gi¬ 
ant mouth and eight eyes. He’s 
got ten small legs, so he can’t 
really move around on his 
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ment incorporated several, 
large-scale invasions on sever¬ 
al, large-scale planets—clearly 
called for vistas that couldn't be 
contained on any sound stage. 
Location scouting for the film 
consumed six months of pre- 
production. “We had a big 
scouting department at the be¬ 
ginning,” said cinematographer 
Jost Vacano, “They came up 
with lots photographs from of 
books. National Geographic, 
and different sources. We start¬ 
ed looking at pictures. Then 
some people went to look at the 
locations, and we would find 
out that, yes, it's a wonderful 
shot, but it's the only shot you 
can do, because all around it’s 
villages or streets or power 
lines or whatever. After that 
stage, Verhoeven and I went to 
the real possibilities, and finally 
we made a [decision] on where 
to shoot.” 

Two sites were chosen to 
represent the major, off-world 
settings: Hell’s Half-Acre in 
Casper. Wyoming, would serve 
as both Planet P and bug home- 
world Klendathu. while a pri¬ 
vate ranch out in the Badlands 
of South Dakota would provide 
the settings for Tango Urilla. 
Closer to home. Mile Square 
Park in Fountain Valley became 
the setting for the boot camp se¬ 
quences that occupy much of 
the film's first half, while L.A.’s 
Kaiser Permanente Medical 
Center became New Uni High 
School (“Very beautiful archi¬ 
tecture,” said production de¬ 
signer Alan Cameron. “Very 
hard-edged building, and ab¬ 
solutely perfect for the kind of 
look we were trying to create.”). 

HTlrincipal photography for 
jJJ STARSHIP TROOPERS 

I ^ actually began with the 
Li end. In the last week of 
April 19%, Paul Verhoeven be¬ 
gan the task of bringing the war 
between Earth and Klendathu 
to vivid, percussive life by stag¬ 

ing the climactic battle on Plan¬ 
et Pout at Hell’s Half-Acre in 
Wyoming. Said the director, 
“Basically, with the big things 
we did in Wyoming—which 
had about five-hundred soldiers 
in frame—1 was staging a land¬ 
ing operation, like the Allies 
landing in Normandy, but with 
spaceships. I mean, it’s still ba¬ 
sically a small operation—Nor¬ 
mandy had more people than 
this, it’s not thousands and 
thousands of people, but it 
looks big.” 

Initial site of the massive, 
troop action: the fort, a 150 foot 
by 150 foot, pre-fab military 
post that suddenly turns into a 
death-trap as the enemy springs 
a surprise attack against the un¬ 
suspecting Mobile Infantry. 
And while in the future such in¬ 
stallations may be deployed 
w'ith a simple push of the but¬ 
ton, here on Earth in the late 
20th century, and in the wastes 
of Hell’s Half Acre, the task 
wasn't quite so easy. “It was 
very difficult getting the mate¬ 
rials down there,” said Allan 
Cameron, “and then the weath¬ 
er was extraordinarily cold and 
then warm and then pouring 
with rain, and my construction 
crew worked miracles to put 
this thing up in time for us to 
shoot. I think we had about 
eight or nine weeks in all, 
which was to get the materials 
down there and build it and get 
it painted and dressed in that 
time. They did a great job. 

“Basically, it was a platform, 
because the terrain is quite 
rough, and 1 imagined they'd 
put a platform down. There was 
some sort of aluminum plating 
on top of that, and there were 
walls around it with a hydraulic 
drawbridge. It was very much 
like a legion’s fort: within it 
there were the actual huts, the 
barracks, storerooms, the mess 
hall, a small communications 
area, a landing area for craft to 
come in, and a parapet around. 
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MICHAEL IRONSIDE 
The genre veteran eagerly signed on for 
another tour of duty with Verhoeven. 

Ironside (previous In Vertioeven's TOTAL RECALL) 
plays “Moral Philosophy” teacher Jean Rasczak. 

By Dan Persons 
It may have been a 

mistake, but at the time it 
seemed logical to start an 
interview with Michael 
Ironside by asking about 
the more controversial 
aspects of Robert Hein¬ 
lein’s novel—after all, 
shouldn’t the man play¬ 
ing “History and Moral 
Philosophy" teacher Jean 
Rasczak have a few 
things to say about the 
desirability and perils of 
a fascist future? Unfortu¬ 
nately, a question about how 
Mr. Ironside bought into Verho¬ 
even *s interpretation of Hein- 
lein’s future, brought the re¬ 
sponse: “I think these are inap¬ 
propriate questions to ask me, 
to tell you the truth. Especially 
with this certain amount of sen¬ 
sationalism in saying ‘buying 
into it’—it speaks of irresponsi¬ 
bility. You seem to be defensive 
about the material—looking to 
find fault, rather than having an 
honest curiosity here. Skepti¬ 
cism of some sort.” 

After a few minutes of reas¬ 
suring Ironside that we weren't 
prejudging the film, the actor 
was able to relax, cluing us in 
to his impression of how he 
and the cast fit into the Hein- 
lein-Verhoeven universe: 
“What I think is applaudable is 
that there are no stars in this 
film. This is no star vehicle; 
there’s no huge name. The sto¬ 
ry deals with the human condi¬ 
tion, and the way the human 
condition is bound to take a 
right turn or a left turn and get 

a little bit lost. This is my take 
on the book, leaving Heinlein’s 
politics out of it. Even if he 
wasn’t intending to do that, I 
think he sort of documented 
how we can make a mistake, 
how humanity can make a mis¬ 
take. 

“In this film, there is a broad 
spectrum of personalities; 
there’s no one character that is 
the leading man. It would be 
much easier for the audience if 
they could look at this and make 
a judgment on right-wing poli¬ 
tics, whether it’s something they 
want or not. But I don’t basical¬ 
ly see it as a political film. Poli¬ 
tics in film are always a subplot; 
this is basically an action film 
with political undertones. It’s a 
war film. I don’t think we’ve 
had a war film in a while.” 

We may not have had a war 
film for a while, but neither 
have we had a character quite 
like Jean Rasczak. A composite 
of the novel’s didactic Mr. 
Dubois and the namesake, 
blood-and-guts Lieutenant who 

serves as Heinlein’s mili¬ 
tary ideal, the character 
was no less a paragon of 
duty and self-sacrifice in 
the screenplay. With Iron¬ 
side, however, the die¬ 
hard Rasczak underwent 
a significant deepening of 
motivations. “The inter¬ 
esting thing about the 
character,” said the actor, 
“is that he is a godless 
character. I would say 
probably beyond agnostic 
at the beginning of the 
story, and quite comfort¬ 
able in the predestination 

of man by man’s power. Then 
all that’s left [after the destruc¬ 
tion of his home by the Klen- 
dathu] is the void. I think that 
by the time we catch up to him 
again, his wife and children 
have been killed, and he basi¬ 
cally is left with a living 
void.- It all changes, and it 
was interesting to play that 
change—to go from the fool¬ 
hardiness of his beliefs in the 
beginning, and the hard reality 
of living in a place where 
everything you’ve ever loved is 
taken away from you. It’ll be 
interesting to see if that little arc 
transposes. 

“As the character became 
more a part of the machinery of 
that society, I wanted him to be¬ 
come more human in the sense 
that it’s the things you lose that 
makes you human. That’s the 
part I wanted to see: the over- 
compensation for what the 
guy’s lost. When you lose 
something, people have the 
tendency—I have the tendency 
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like battlements around it.” 
The physical challenges did¬ 

n’t stop when the construction 
crew cleared away. Mustering 
an army that included the lead 
actors and, as extras, local 
townspeople and students from 
nearby drama schools, Verho¬ 
even mounted both nighttime 
action for the disastrous inva¬ 
sion of Klendathu, and daytime 
shoots for the troop movements 
on Planet P. As Verhoeven re¬ 
membered: “I think everybody 
thinks, ‘Wow, that was diffi¬ 
cult, but I did it.’That’s my 
feeling. That’s what I have to 
say: ‘Well, it really was rough.' 
and it was exhausting and 
warm and cold and raining and 
always in the open and every 
night you were exhausted be¬ 
cause it was mountain up, 
mountain down; there’s noth¬ 
ing horizontal. For months you 
were never standing horizontal¬ 
ly; you were always standing 
on an incline, in one way or an¬ 
other. So you’re really physi¬ 
cally quite challenged. But I 
think people liked it in retro¬ 
spect... It was tough, especially 
for all these people when it was 
very hot, with these big uni¬ 
forms that they had, all made of 
rubber and having a lot of 
weight on their shoulders from 
all the gear. People sometimes 
lost consciousness, but that was 
rare, in fact. Everybody sur¬ 
vived. Wc had no accidents, no 
problems, and I think in retro¬ 
spect everybody admires him¬ 
self for having gone through it 
with good results. In retrospect, 
I doubt that anybody would be 
negative about the experience.” 

All may have survived, but 
not necessarily thanks to the 
costuming. While Verhoeven 
and company had decided early 
on to dispense with the heavily- 
armed powersuits that were a 
major set-piece of the Heinlcin 
novel—not enough leeway for 
differentiation of the principals, 
they decided, and way too cum¬ 
bersome for scenes featuring 
hundreds of extras (“With pow- 
ersuits," Marshall noted, “we’d 
have started them at the bottom 
of a slope, and I'm sure that 
ninety percent of them would 
never have gotten to the 
top")—the Mobile Infantry 
uniforms developed by cos¬ 
tume designer Ellen Mirojnick 
did the actors no favors in the 
punishing environments chosen 
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“Actors were acting to the preparation plate, 
where Phil lippett's team would have poles,” 
said Marshall. “Paul and Phil would explain 
the pole represented where the bug was.” 

for the film. 
Casper Van Dicn, who by 

virtue of his lead role got to see 
the worst of it in the elaborate, 
"hero" uniform, said: “Comfort 
was not the main issue. The uni¬ 
form looks like a bad-ass uni¬ 
form, and it looks so cool. It 
had its problems. We had 
things that were made for the 
heat—actually nothing was re¬ 
ally, totally made for the heat, 
but we had short-sleeves in one 
[version], which really didn't 
do much because most of the 
equipment was so hot. They had 
these rubber necks on them that 
were diving things; [the uni¬ 
form rested] on our shoulders, 
[and] on our necks were parts of 
a diving uniform which did 
nothing but make you sweat 
like you're dying. That was hot 
and that was hard and that wras 
tough, but most people didn't 
have to be there every day. The 
extras did, and I did—fourteen 
hour days, six days a week. All 
together, all the equipment that 
we would carry, including the 
weapon—which was a Morita 
rifle and a shot-gun attached— 
weighed 52 pounds. That’s the 
hero outfit and the hero 
weapon. And then there was 
this three-quarter of an inch 
rubber uniform which looked 
like. like...something out of the 
movies,” he laughed. 

The ordeal was made even 
tougher by the elements. "The 
weather constantly changed," 
said Van Dien. “It would 
change five times during the 
day. We’d be coming out in 
cold night, and it would start to 
get warm during the day, and 
then all of a sudden it would 
freeze, and then we’d be cold 
again. I thought it was the 
coolest thing in the world; some 
people thought it was Hell." 

In the final estimation, na¬ 
ture scored nominal points 
against the filmic Troopers: Van 
Dien fell ill near the end of the 
shoot in Wyoming, necessitat¬ 

ing time-off and a return trip to 
the site later on to pick up 
missed shots. Prior to that, a 
flash flood rendered a number 
of the Klendathu sets un- 
filmable, forcing Verhoeven to 
cover lost time by shooting in¬ 
teriors while the scenery was 
rebuilt. “We were due to do 
fourteen nights for the Klen¬ 
dathu landing,” Marshall re¬ 
called. “We started on one 
night; it was a beautiful, balmy 
evening, amazing weather. The 
second night it started off in the 
same sort of circumstances as 
beautiful, balmy weather, and 
we had a downpour—I mean a 
huge storm—that flooded 
everything outside. We couldn't 
use it for a week and a half.” 

TARSHIP TROOPERS re¬ 
mained in Wyoming for 
eight weeks, followed by 
two and a half weeks in 

South Dakota. By July of 1996, 
after location shooting in L.A. 
covered the high school and 
boot camp sequences, the pro¬ 
duction decamped to Sony’s 
Culver City studios for twelve 
weeks of interiors. Major chal¬ 
lenges for the TROOPERS crew 
once they got themselves onto a 
nice, comfy sound stage includ¬ 
ed sequences on the bridge of 
the massive battleship Rodger 

Verhoeven directs an arachnid autopsy —Earth must team to know its enemy. 

Young—a green-screen set 
mounted on a gimbaled plat¬ 
form with more interactive 
lighting than all the road-tours 
of Cats put together—and the 
climactic battle in Allan 
Cameron’s giant, vaulted alien 
hive. “I had to design the cavern 
so it had lots of hidden en¬ 
trances and exits,” said the pro¬ 
duction designer, “so that the 
flow of the action would work 
very well. I had to design it so 
there was a big enough entrance 
for the brain bug to come in and 
retreat through when the action 
got very heated. I was really 
making it almost like a giant 
piece of sculpture that worked 
for the action. That’s what I like 
to do with design: actually think 
of it in a very sculptural manner. 

“The caverns filled all of 
stage 29 on the Sony lot, and I 
think that’s about 120 or 150 
feet, and 45 feet high. It’s a 
pretty big space, but when I w as 
designing it, I wanted to take 
into consideration how these 
bugs moved and went through 

On the eve before his first battle, Johnny Rico (Van Dien) commemorates the 
occasion with computerized laser tattoo on his arm: “Death From Above." 

the space. Obviously, they don’t 
exist in reality, they’re all com¬ 
puter generated, but I had to de¬ 
sign the set as though they were 
really there. When they come 
through a tunnel or stand on 
rocky shelves, everything had 
to be designed to [accommo¬ 
date] their size and the way Phil 
Tippett had made them move 
from rock to rock and across 
terrain. It was quite an interest¬ 
ing challenge, designing a cav¬ 
ern for bugs that didn’t exist.” 

How exactly does one design 
for so chimerical an entity as a 
computer-generated arachnid? 
Not easily, according to 
Cameron: “I did a picture called 
JUNGLE BOOK, where there 
were real animals and you knew 
their size; you knew how they 
moved through space, and you 
could actually go and see what 
they need. But when it’s com¬ 
pletely created in a computer, it 
becomes very difficult to build a 
real space for it. The other thing 
I had to take into consideration 
was, because they Ye computer- 
generated and because it’s ex¬ 
tremely difficult to make a com¬ 
puter-generated image actually 
touch a real floor, the floor had 
to be carefully designed in con¬ 
junction with Phil Tippett.” 

Not surprisingly, Tippett and 
company were regular fixtures 
on the TROOPERS sets, mak¬ 
ing sure that their CGI bugs 
were getting the kind of respect 
naturally accorded fourteen 
foot, bad-ass arachnids from 
another world. Said Marshall. 
“Our actors were acting to the 
preparation of each plate, which 
was where Phil Tippett and his 
team would have poles, and 
Paul and Phil between them 
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DELAYED RELEASE 

M|s it a pity that a summer movie is now a fall 
movie? Yeah,” said Verhoeven of the changed 
schedule. “Am I happy I got the extra time? 

Yes, we could do a better job this way.” 

Fresh from the academy, Denise Richards and Dina Meyer head for the moon. 

would explain to our [actors] 
that this eight foot pole repre¬ 
sented the height of the bug at 
that particular moment; he then 
would reach up and become 
twelve foot at this moment, and 
you’d be firing your Morita at 
him and you had to make it lock 
reasonably real.” 

If the actors had any troubles 
transitioning from abstract de¬ 
scription to believable action. 
Verhoeven was always there to 
pitch in with a little motivation¬ 
al support. “They showed us 
videos of some bug tests; they 
described it to us in great de¬ 
tail." said Van Dien. “They gave 
us so much information that 
there was enough stuff to play 
off of. And if [Verhoeven] ever 
felt that we weren’t getting it, he 
would jump in there and do his 
Paul Verhoeven bit, throwing 
his arms up above his head, do¬ 
ing his scream, ‘The bugs!! The 
bugs!!' Going crazy at the top of 
his lungs. I never once felt like I 
had a problem imagining what 
was happening.” 

TARSHIP TROOPERS 
wrapped in October of 
1M96, after 23 weeks of 
shooting. With a project 

that spent a healthy amount of 
time on over a dozen locations, 
sucking-in a roster of extras in¬ 
corporating everyone from curi¬ 
ous townies to ambitious drama 
students, there was no shortage 
of people willing to mouth-off 
about the experience. On the 
Coming Attractions movie ru¬ 
mor website, page after page 
was logged with the participants 
kudos and gripes, building a 
consensus that—while it had to 
be regarded with caution due to 
the anonymous nature of most of 
the posts—at least gave an 
inkling of how cast and crew 
comported themselves before 
their public. On the professional 
side, Casper Van Dien had his 
own take: “Every detail was 
covered, every single bit. If there 
was ever a problem, we had 
something to take care of it. If it 
was raining a little bit, and we 
had rain on the deck and we 
weren't supposed to have rain on 
the deck, they brought out these 
huge blow-torch heaters, like 
five of ‘em, and they dried off 
the deck in two minutes and it 
wasn't wet anymore. Snow, they 
just shoveled it off, pul those 
heaters on again, and we were 

cool again. It took only like a 
half an hour to do it; it was 
amazing. Usually, something 
like that could ruin the whole 
day. But they were covered.” 

Of the notoriously intense 
Verhoeven under these arduous 
conditions, the director's clos¬ 
est associates tended to he judi¬ 
cious in their characterizations. 
The stock description of Verho¬ 
even was: “He’s very demand¬ 
ing." VCE’s Peter Kuran was 
able to cast that more in per¬ 
spective: “He usually knows 
what he wants, but sometimes 
the way he articulates it is dif¬ 
ferent from the way I'm inter¬ 
preting it. The trick is to figure 
out exactly what lie’s saying, 
because when he doesn't get 
what he wants, he definitely lets 
you know. With computer 
[compositing], he’d sit in the 
screening room and run things 
back and forth to make sure that 
the live-action part of the scene 
matched the original—he docs- 
n't want anything looking 
*dupcy.’ It’s like he picks up 
when we’re doing opticals and 
says, ‘I don’t want this done as 
an optical,’ or ‘I want this done 
as a computer shot.’ So that’s 
why we’re winding up doing 
most of the [composites] as 
computer shots." 

Said Suzanne Pastor, Visual 
Effects Producer in charge of 
digital post for Sony Pictures 
Imageworks, “Interestingly 
enough. I found Paul very pleas¬ 
ant, very easy to work with. 
He’s decisive. He has a very 
definite vision for what this 
movie is going to look like, and 
he’s very open to suggestion. 
That doesn’t mean he’s going to 
accept them all. He listens to 
what you have to say, and he 
might go, ‘No, no, no—that's all 
wrong.* But he might listen and 
say. Ah. I sec what you mean,’ 
and then he’ll ask a question 
about it. He’s very flexible in 
terms of that. I found him to be 
a real, professional director. I’ve 
worked with some directors 
who say things like, ‘Show- me 
something and I’ll know- when 1 
sec it,* which is impossible w ith 
effects. Verhoeven knows that 
because he’s had so much ef¬ 
fects experience." 

Added Dan Radford, visual 
effects supervisor at SPI, “The 
thing that I find actually very 
enjoyable about working with 
Paul—although I’d heard sto¬ 
ries told about him being very 
difficult—is that once you can 
figure out what he wants, and 
you can give that to him, he is 
your best ally. Not that it ever 

gets easy, because he never 
wants to feel it’s getting to easy 
for you. Professionally. I find it 
very enjoyable. That’s the 
point: he does definitely want 
you to stretch: he docs want you 
to do things you’ve never done. 
And if he does establish a trust 
bond with you, he will help you 
in getting your work done. 

“Paul always knew, some¬ 
how, exactly what he wanted to 
sec at the end of this whole 
process, down to the finest de¬ 
tail. There were certainly 
times—in the middle of 
Wyoming with dust blowing 
things over and pandemonium 
breaking out and twenty-four- 
hour-a-day shoots going with 
different crews and w ith large 
stage construction going on si¬ 
multaneously—when the pro¬ 
duction designer and I or the 
d.p. would scratch our heads af¬ 
ter talking with Paul, and go, 
‘Boy, is that what we really 
ought to be doing?’And I think 
the vindication came when we 
saw the first major trailer, put 
together by the studio. [Senior 
visual effects supervisor] Scott 
Anderson and I looked at each 
other in the theater; we just 
cracked up. Because once all 
the pieces were put together, 
from all the different people in¬ 
volved, it was completely 
whole; everything belonged. 
Somehow, out of all the crazi¬ 
ness, Paul knew that from the 
very beginning. In a way, it was 
kind of thrilling to realize that 
we could have put that kind of 
faith in him from the very be¬ 
ginning. and it was justified.” 

What was the general con¬ 
sensus on taking that leap-of- 
faith with Paul Verhoeven? Co¬ 
producer Neumeier thought he 
knew: "It was not an easy 
shoot: at times, on locution, it 
was grueling on everybody. But 
what I find most interesting is 
that we broke for a while and 
then had a little post-production 
shoot to do some process stuff. 
And a good number of our crew 
came back of their own voli¬ 
tion. I was surprised by that, be¬ 
cause I thought, ‘Oh my God, 
this was so hard; they’re never 
going to want to see us again.’ I 
was saying, ‘How did you real¬ 
ly feel about working on the 
movie?’ And they’d say, 
‘STARSHIP TROOPERS was 
the hardest thing I ever did. but 

cuttfinucd on pngr 59 
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MAKEUP F/X 
Creating victims 

nipped by the bugs. 
cvin Yaghcr's got the bod¬ 
ies, and he doesn't care 

mt | who knows. The bodies— 
. L L dummies, actually; fifty of 
mlmI 'em, mangled in various, 
creative ways and representing 
both sexes and every race imagin¬ 
able—were built to limn the roles 
of those who didn’t make it out of 
STARSHIP TROOPERS alive. 
Said Yaghcr, “We had ten that 
were really primo close-ups, and 
then other background ones. We 
ended up just doing most of them 
the same quality, because of the 
techniques we were using: we 
were cranking them out and fig¬ 
ured we might as well do the 
backgrounds as nice as the close- 
ups. They’re all made out of sili¬ 
con and have armatures in them— 
some were stiffer and could be po¬ 
sitioned and other ones were flop¬ 
py, so you could pick them up and 
carry them and they had the prop¬ 
er weight and looked like they 
were really human beings. And al¬ 
so we did the heads and arms and 
legs and half-torsos that just were 
scattered around." 

While Phil Tippett handled the 
CGI bugs, and ADI (Alec Gillis 
and Tom Woodruff) built a full- 
scale elements for interaction 
with a couple warrior bugs and 
the brain bug, Yaghcr handled 
their victims. “I came in as 
sort-of a third party, and I did 
all the human victims or any¬ 
thing having to do with any 
kind of special make-up ef¬ 
fects, basically.” 

To hear Yaghcr describe it, 
his part of the process wasn’t 
overly arduous. “It wasn't a 
horrible schedule, but the 
money was tight. Phil Tippett 
had wanted to do everything, 
decided to do just the digital 
stuff, but he had pre-bid on 
the bulk of the show. When 

you do lots, all the individual 
things cost less; in other words, if 
you’re doing ten as opposed to 
one. the ten are going to be indi¬ 
vidually cheaper. I ended up get¬ 
ting the budget that he had first 
bid on for the makeup effects, 
probably figuring that if he had to 
take money from the digital ef¬ 
fects to do the makeup effects or 
vice versa—do some stuff digi¬ 
tally—he would do that. So I got 
stuck with that budget. I had to 
think on my feet as far as the shot 
goes, to save money. ” 

Yagher teamed up with Phil 
Tippett on numerous shots, build¬ 
ing prosthetics for soldiers whose 
limbs were melted off by caustic 
bug-spit. “We designed these rem¬ 
nants, and Phil Tippett did a 
morph/dissolvc in melting the 
characters down to match to our 
design. We built these things on¬ 
set, sort of a last-minute thing. 
There’s a lot of that kind of stuff: 
the melting stuff is handled CGI, 
so it would match into what Phil 
was doing. We’d provided the art¬ 
work of where it was going, and 
Phil would take the actor. If the ac¬ 
tor is running at the camera and 

A Trooper loses an arm in battle, makeup effects by Kevin Yagher. “We couldn't 
put enough blood on things," said Yagher of working with director Verhoeven. 

gets hit with sponge, the next 
scene would show [a CGI se¬ 
quence of) it dissolving, and then 
at the end you’d see the puppet or 
whatever. We did this one—Bemie 
is her name—where she gets hit 
with this stuff and we did a cable- 
controlled shoulder-arm stump 
that’s left with hanging goo and 
flesh.” 

Yaghcr also worked with 
VCE’s Peter Kuran on several 
shots, building a prosthetic leg for 
a complex, motion-controlled wa¬ 
ter-tank shot, and numerous pros¬ 
thetics for Michael Ironside’s 
toughened war vet. Jean Rasczak. 
Said Yagher, “He had a war- 
wound from an earlier battle with 
a bug that left him armless from 
his forearm. We created two realis¬ 
tic-looking, life-like, silicon¬ 
skinned stub arms. One was cabtc- 

One of Yagher’s effects crew rigs a dummy decapitation victim—typical of Verboeven s 
brutal take on the realities of combat “He likes a lot of powerful images," said Yagher.” 

controlled; we hid his own arm be¬ 
hind the back, in wardrobe, so at 
certain camera angles it would 
work. Then we provided a rod 
arm, rod-puppeted by himself, so 
he could actually hold onto a rod 
that came out of the elbow, and 
that was very convenient, because 
as he’s acting and gesturing with 
his arms and moving about, he can 
pick up things, clap his hands or 
hands and stump together. Then 
Peter Kuran took out the rod stuff 
from the film. 

“Later you see the same char¬ 
acter with a metallic, sort-of bat¬ 
tle-gear arm armature, basically 
meant to be like a robotic arm, but 
more with a RoboCop kind of feel 
to the design. We designed that 
glove and then built it. Basically it 
was a glove that the actor wore 
that made him look like he had a 

steel glove on. ” 
If the metal hand harkens 

back to ROBOCOP, all those 
scattered bodies and red, red 
Karo syrup are bound to call 
to mind both ROBO and the 
splattcrific TOTAL RECALL. 
“I must say: (Verhoeven] 
likes a lot of blood. Funny, 
his personality—he’s very, 
very passionate about every¬ 
thing he does, and he’ll do 
anything to get what he 
wants. You know, we couldn’t 
put enough blood on things. 
It’s very explosive, the way 
ROBOCOP was. It’s that kind 
of thing; he just likes a lot of 
powerful images.’’ 
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20th Century Fox prepares to 
take a slice of the Disney pie. 

' he Russian Revolu¬ 
tion: a government 
overthrown, a family 
torn apart, a country in 

turmoil—what a perfect setting 
for an animated film! Sure, it 
doesn't have the cuddly ele¬ 
ments usually associated with 
the medium, but the filmmakers 
behind ANASTASIA, the first 
feature from Fox’s new anima¬ 
tion studio, saw the story as a 
natural. 

“Animation is a film medi¬ 
um that tells legends, mytholo¬ 
gies, and fairy tales very well," 
said the film’s co-director Don 
Bluth (THE LAND BEFORE 
TIME). “The story of ANAS¬ 
TASIA that we’ve chosen to tell 
is not documentary. This story 
tells the journey of a young girl 
who is trying to find out who 
she is, and within that journey, 
she begins to change, and that 
has a very Pygmalion theme." 

Producer Maureen Donley, a 
veteran of Disney studio, with 
THE LITTLE MERMAID and 
TOY STORY to her credit, was 
attracted to ANASTASIA, be¬ 
cause of her own personal con- 

jCj 
nection to the story. “ANASTA¬ 
SIA has always been a fascina¬ 
tion for me, since I was a kid 
and saw the 1956 movie," she 
said. “It sort of sent me on this 
search for all things Romanov. 
When this came along, there 
was, for lack of a better word, a 
tell-tale shiver that I felt. There 
was a real charge to this story. 
We didn't know exactly what it 
was and exactly how to reveal it 
and take advantage of it, but, 
for sure, the charge was there." 

Donley also adds that as the 
story was analyzed, a familiar 
paradigm began to reveal itself. 
“If you put aside most of the 
preconceptions and start taking 
it apart, we saw that there was a 
lot of stuff that covers the same 
ground as fairy tales, most es¬ 
pecially in terms of abandon¬ 
ment and fear of abandonment 
and how we deal with that. It's 

something that’s innate to the 
human condition that no soul on 
this planet escapes." 

Set in Russia in the early 
part of the 20th Century, the 
film centers on eight-year-old 
Princess Anastasia, who is liv¬ 
ing a charmed life in the czar’s 
palace with her family. One 
evening, during a royal ball, the 
evil magician Rasputin places a 
curse on the entire Romanov 
family. The villain’s prophesy 
comes to fruition late that night, 
when a mob storms the palace, 
starting the Russian Revolution. 

Anastasia and her grand¬ 
mother, Marie, escape. The 
grandmother manages to board 
a Paris bound train, but in the 
confusion, Anastasia is swept 
up in the crowd and left behind, 
with nothing but the key to a 
music box that her grandmother 
gave her (inscribed on the key 
is a promise that they will 
someday be together in Paris). 

All this action occurs within 
the film's first moments. Much 
as in Disney’s recent films (like 
THE HUNCHBACK OF 
NOTRE DAME), the filmmak¬ 

ln one ot the film's excttlng highlights, an out of control train speeds over a cliff, courtesy of a little computer animation. 

ers behind ANASTASIA knew 
that this prologue would be in¬ 
credibly important in pulling the 
audience into the story. “That’s 
our hook,’’ said the film’s other 
co-director Gary Goldman, who 
has been a long time Bluth col¬ 
laborator since 1982’s SECRET 
OF NIMH. “That’s the scene 
that sits you down in your seat 
and makes you say, ‘My God. 
What’s going to happen to this 
little girl?’ We establish many 
things in the opening. You intro¬ 
duce almost every character. We 
set a lot of things up for the au¬ 
dience in that sequence, and at 
the same time we tried to move 
it quickly enough so that you’re 
not bogged down in this back 
story.’’ 

ANASTASIA then jumps 
ahead ten years and we now 
meet young, beautiful “Anya,” 
as she leaves the orphanage 
where she was raised, and em¬ 
barks on a journey to find her 
true home and family (she has 
no memory of her childhood 
and the only clue is they key 
she now wears as a necklace). 
In many animated films (Dis¬ 
ney’s SLEEPING BEAUTY 
comes to mind), the heroine of¬ 
ten becomes the most passive 
character in the film, overshad¬ 
owed by the villain and/or sup- 



porting players, but Goldman 
knew they couldn't let this hap¬ 
pen with Anastasia. “What we 
really tried to do was create a 
proactive character. We talked 
about what women have gone 
through here in America for the 
past hundred years, and we kept 
using the buzzwords that we 
wanted to make Anastasia a 
'90s woman.’ She’s aggressive 
but not rude.” 

“She needed to be modern,” 
added Maureen Donley. “She 
needed to plug into the reality 
of Twentieth-Century life. Part 
of that was her taking responsi¬ 
bility for her own life and being 
an active player in it. The movie 
is culled ANASTASIA, so she’s 
got to drive the story.” 

The first friend Anya makes 
along the way is a puppy named 
Pooka, whom she, of course, 
immediately takes as her side- 
kick and confidant. Anya then 
crosses paths with Dmitri, a ser¬ 
vant boy who helped her es¬ 
cape, but they don't recognize 
one another. Dmitri, now grown 
up as a cocky con artist, sees a 
way to capitalize on the “Ru¬ 
mor in St. Petersburg" that the 
Princess Anastasia might be 
alive. Along with his sidekick, 
an ex-aristocrat named 
Vladimir, Dmitri convinces 

Anya that she could be the lost 
Princess, and she agrees to ac¬ 
company them to Paris to claim 
her lost heritage. Unbeknownst 
to Anya, Dmitri actually has the 
lost music box. 

"This young man has a jour¬ 
ney that he’s on,” said Gold¬ 
man. “He starts off as that ser¬ 
vant boy in the palace, on the 
outside looking in. He sees all 
this pageantry but cannot be a 
part of it. Then, as he grows up 
after the revolution, he’s be¬ 
come a con man, trying to get 
money and swindle. He wants 
to be rich and maybe get on the 
inside to be with those who had 
it one time. He starts out as a 
likable con man, and he's going 
to change: he’s going to give up 
his dream for someone he fell in 
love with.” 

This sort of attention was 
given to all of ANASTASIA'S 
characters, supporting and oth¬ 
erwise. “We have a lot of dia¬ 
logue during our story meetings 
about each of the characters,” 
said Goldman. “We try to give 
each of them a three-dimen¬ 
sional personality. Each of these 
characters has their own story. 
Everybody has a history and a 
journey that they’re going on 
through life.” 

Anya and Dmitri’s journey 

Above: In Paris, Anya (Meg Ryan) prepares to stake her claim to being Anastasia. 
Below: Rasputin (Christopher Lloyd) places a curse on the royal family that 
causes the Russian Revolution. Bottom: Anya, unaware that she really Is 

Anastasia, is talked Into “Impersonating” the lost princess by a young con man 
named Dmitri (John Cusack) and his partner Vladimir (Kelsey Grammar). 



to Puris takes an unexpected 
turn when Rasputin, quite liter¬ 
ally, awakens from the dead 
(thanks to help from his droll 
sidekick, Bartok the bat). The 
villain then sets out to stop 
Anastasia and continue his curse 
against the Romanov family. 

The filmmakers also knew 
that a good way to measure 
their heroine was by the 
strength of her foe, who in this 
case is one of the most notori¬ 
ous names in history. “It’s a 
name a hundred years old that's 
somehow survived in people’s 
imaginations,” said Donley. 
"What we tried to do was incor¬ 
porate the essence of him and 
why he was fascinating and use 
that in our story.” 

“We had several meetings 
about where we were going to 
go with this character,” remem¬ 
bered Goldman. “At first, we 
had a different character, by the 
name of Molotov, who was ac¬ 
tually the sergeant of the team 
who went in and assassinated 
the [Romanov) family. We had 
fooled around with this charac¬ 
ter, and Don had done some 
great designs for him, wearing a 
military costume. We looked in¬ 
to how [Molotov| was suffering, 
because he had missed a mem¬ 
ber of the Romanov family." 

Uluth. Goldman, and compa¬ 
ny soon realized that ANASTA¬ 
SIA’S story required something 
more “animated.” Explained 
Goldman, “We said, ‘We need 
some magic. We’ve got a con¬ 
cept that we’re trying to bring 
to fruition that isn’t necessarily 
an animated project.’ So wc 
started doing research and read¬ 
ing about Rasputin.” 
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In the film. Rasputin not on¬ 
ly places a curse that sparks the 
Russian Revolution; also—be¬ 
cause his curse isn’t carried 
out—he becomes trapped in a 
hellish limbo where, in a grue¬ 
some running gag, his body 
parts have difficulty staying put 
(at one point, Bartok exclaims, 
“Gee, that popped right out 
there, didn’t it?" after catching 
one of the villain's eyes). “Bar¬ 
tok is Don's persona] addition 
to the film,” said Goldman. “He 
kept thinking, if we’re going to 
have animated characters, let’s 
come up with something differ¬ 
ent and unique.” 

While Anya and Dmitri stay 
one step ahead of Rasputin, a 
romance blossoms between 
them, and he soon realizes that 
this peasant girl is in fact the 
lost Princess. Dmitri presents 
Anya before Marie when they 
arrive in Paris. The grandmother 
has her suspicions, until she 
spots the key around her 
granddaughter's neck, and 
they are reunited. Anastasia's 
journey is not over yet, how¬ 
ever; Rasputin soon lures her 
into the gardens, which come 
alive, pushing her into the 
villain’s evil hands, and she 
is forced to face the sorcerer, 
in order to save herself and 
her family. fo bring such a story 

to the screen, the 
filmmakers knew 
that, in addition to 

pencils and paper, their most 
powerful weapon would be 
research. “You need to study 
real life to create art,” said 
Goldman. “That’s what 

we’ve tried to do here. If Euro¬ 
peans see this, they are going to 
recognize some very familiar 
places.” 

This is because, in January 
of 1995, Goldman took a trip to 
Russia and was able to study St. 
Petersburg up close, including 
the Catherine Palace (where the 
film's opening takes place). He 
and his team took 3,600 photos 
of the building, then took a heli¬ 
copter ride over the city, in or¬ 
der to examine its layout and ar¬ 
chitecture. "There was not a lot 
available in books," added 
Goldman, “so the photographs 
actually helped the layout 
artists and set designers." 

Also helping flesh out the 
production is an impressive ros¬ 
ter of recognizable voices, in¬ 
cluding John Cusack as Dmitri, 
Kelsey Grammar as Vladimir, 
Angela Lansbury as grand¬ 
mother Marie, Christopher 

Lloyd as the villainous Ra- 
suptin, Bernadette Peters as the 
optimistic Sophie and Meg 
Ryan as Anastasia herself. 

“She’s great," said Donley 
of Ryan's performance, “Be¬ 
cause she’s funny and quirky 
and completely female, and at 
the same time, she’s quite ac¬ 
tive; she’s not wilting in a cor¬ 
ner." The producer also adds 
that, although the two actors 
worked in separate recording 
studios, Kvan and Cusack have 
a tremendous amount of chem¬ 
istry. “They have an energy, a 
charm and an easy 'contempo¬ 
rariness,’ without slipping into 
being anachronistic. It still 
maintains a level of reality.” 

Donley noted that by far the 
biggest vocal influence was ac¬ 
tor Hank Azaria. Most famous 
for his role as the houseboy in 
last year’s THE BIRDCAGE 
and for the numerous, Mel 
Blanc-like voices on TV’s THE 
SIMPSONS, Azaria helped 
breathe life in the sardonic side- 
kick, Bartok. "We were on one 
track and had one image in our 
head. Then we said to him, 
'What are your thoughts?’ and 
he came out with this concept. I 
mean, it was magic.” 

Goldman recalled, "When 
his first readings came back, 
personally, I wasn’t sure if it 
was going to work. It was so 
dry it sounded like he was read¬ 
ing the line instead of acting the 
line. Then, when we laid it 
down next to Christopher 
Lloyd’s [dialogue), wc knew 
that it was funny. You have one 
manic character set off against 

continued on page 38 

"That just popped right out there, didn’t tt?" says henchman Bartok the Bat 
to the living dead Rasputin, who has trouble maintaining his body parts. 



A brief history of Don Bluth’s post-Disney career. 

By Mike Lyons 

Don Bluth still remembers 
when he left the big ship. Actu¬ 
ally, this is how the animation 
director recalls the day in 1979, 
when he and a handful of fellow 
animators resigned and led a 
walk out from the Disney stu¬ 
dio. “Leaving Disney, at that 
period, was much like getting 
off the Queen Mary into a little 
dingy and sailing into the fog,'’ 
said Bluth. “We didn’t know 
where we were going. We were 
young, naive, and ambitious 
enough to think that we could 
make a great picture, and 
everyone would see that and 
beat a path to our door.” 

The perseverance in that lit¬ 
tle, fog-bound dingy eventually 
led to Bluth’s becoming one of 
the most recognizable names in 
animation, thanks to AN 
AMERICAN TAIL (1986) and 
1988’s THE LAND BEFORE 
TIME, two of the medium’s 
most successful features. Now, 
many in the industry associate 
Bluth's name not only with the 
word animation but also with 
the well-worn phrase, “come¬ 
back.” ANASTASIA, which 
Bluth co-directed with longtime 
partner Gary Goldman, could 
signal a return to glory for the 
Disney expatriate. 

Bluth has had a life-long 
love affair with animation. Born 
and raised in El Paso, Texas, he 
always saw this as a career 
goal. “I knew from the time I 
was about three-years-old that 
this was the thing I was most at¬ 
tracted to,” said Bluth. “1 just 
followed that star for the 
longest time. Many times, 1 
tried to detour from it, to go do 
the ‘more logical thing.’ I even 
thought I might be a dentist at 
one time. But I kept coming 
back to it, because something 
inside me kept saying, ‘This is 
what you were supposed to do 
with your life.’” 

After he graduated from 
high school, Bluth’s family 

moved to Santa Monica, Cali¬ 
fornia. Bluth took this opportu¬ 
nity to take a portfolio of his 
work over to the nearby Walt 
Disney studios in Burbank. He 
accepted a job there as an in-be- 
tweener (the person who does 
the drawings “in-between” the 
animator’s key drawings). At 
this time, work was under way 
at Disney on SLEEPING 
BEAUTY, and Bluth notes that 
the mood at the studio, while 
under the watchful eye of Walt, 
was much different than the lat¬ 
er, tumultuous years. “It was 
such a delightful experience. 
He was a man who had honest 
visions and was trying to lead 
us very well.” 

Bluth left Disney in 1956, to 
continue his education at 
Brigham Young University (he 
continued to work summers at 
Disney). After graduation, he 
and his brother began a theater 
company in Santa Monica, but 
still the “star” of animation kept 
beckoning. He re-entered the 
industry again at the television 
animation studio, Filmation but 
returned to Disney in 1971. 

Within two years, Bluth was 
promoted from Directing Ani¬ 
mator to Producer-Director, 
working on such films as 
ROBIN HOOD (1973), THE 

RESCUERS (1977), PETE’S 
DRAGON (1977), and the fea- 
turettc THE SMALL ONE 
(1978). Unfortunately, Bluth 
noted a change in the air at Dis¬ 
ney, “It was very corporate and 
marketing centered, but I stayed 
for another nine years. 1 
watched it go into a decline in 
those nine years, and finally we 
just kept making the same pic¬ 
ture over and over again.” 

Frustrated. Bluth, along with 
Goldman and animator John 
Pomeroy, resigned and led a 
walk out of eleven animators on 
September 13, 1979, in the 
midst of production on THE 
FOX AND THE HOUND, deci¬ 
mating the studio's then small 
animation unit. Bluth and his 
peers suddenly found them¬ 
selves learning how to navigate 
a dingy through the dense fog 
of Hollywood. While working 
at Disney, Bluth and a few other 
animators produced a twenty- 
five minute fcaturette entitled 
BANJO. THE WOODPILE 
CAT (1979) the story of a coun¬ 
try kitten, who runs away to the 
city. The film was made during 
nights and weekends in Bluth's 
garage, over a five-year period. 
BANJO wasn’t screened the¬ 
atrically, but instead televised 
by ABC. However, it did help 

Bluth, Goldman and Pomeroy 
start up their own independent 
production company. 

Their first assignment was a 
two-minute animated sequence 
for the live-action musical 
XANADU (1980), but this was 
in fact a warm up for their first 
full-length feature, 1982'sTHE 
SECRET OF NIMH. Based on 
the book. MRS. BR1SBY AND 
THE RATS OF NIMH, the film 
proved to be an impressive de¬ 
but, and caught the attention of 
critics and animation buffs, as 
the film told the story of a wid¬ 
owed mouse trying to keep her 
home safe, with help from es¬ 
caped laboratory animals. 

“For whatever reason, SE¬ 
CRET OF NIMH didn't really 
connect at the box office,” said 
Bluth. “I guess it wasn’t really 
marketed very well. So, we felt 
like we had failed." 

This may be why Bluth de¬ 
cided to take animation in a 
new direction. In the early '80s, 
Pac-Man was more popular 
than any cartoon character, and 
Bluth became the first animator 
to capitalize on the success of 
arcade games. His new studio 
produced animation for DRAG¬ 
ON’S LAIR, the world's first 
animated video game (the ani¬ 
mated information was stored 
on laser disks inside each ma¬ 
chine). It was so popular that 
Bluth soon produced animation 
for another game, SPACE ACE, 
which was not as successful, 
and soon arcade games went the 
way of pet rocks. For Bluth, it 
was back to film. 

In a bit of serendipity, it was 
around this time that composer 
Jerry Goldsmith brought THE 
SECRET OF NIMH to the at¬ 
tention of Steven Spielberg. 
“Steven looked at it and said, 
‘Wow, I thought the ‘Golden 
Age’ of animation was over,* 
and I felt that was a terrific 
compliment,” noted Bluth. “He 
sought us out and said, ‘Could 
we make a picture together?’ 
We, of course, jumped at the 
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“I know this,” said Don Biuth, 
“all the bumps in the road are 
there for a reason: they teach 

you things. Usually, from those 
experiences, you’re stronger.” 

Though tnfsrior to SECRET OF NIMH, AN AMERICAN TALE, about Immigrant 
mousa Flevel, was a big success, thanks to an Impressive marketing campaign. 

chance." 
The two joined forces for 

1986’s AN AMERICAN TAIL. 
The story of young mouse Fiev- 
el’s immigration to America 
drew mixed reviews but proved 
to be immensely popular, for 
which Biuth acknowledges the 
generosity of Steven Spielberg. 
“Steven provided an arena; he 
provided the money and plenty 
of ideas.” 

AN AMERICAN TAIL set a 
then record for an animated 
film, when it earned $45 mil¬ 
lion at the box office, causing 
many in the animation industry 
to sit up and take notice. “I 
think what happened is that 
everyone smelled money," 
added Biuth. “It happened 
around AMERICAN TAIL, and 
that woke up the sleeping giant. 
[Disney] made MERMAID and 
BEAUTY AND THE BEAST, 
and suddenly they got very in¬ 
terested in their competition, 
which made them try even 
harder. In that effort, they did 
something that put a sparkle on 
fhp UL/itfpr ” 

After AMERICAN TAIL, 
Biuth relocated, joined forces 
with businessman Morris Sulli¬ 
van, moved his operation to Ire- 
land, and formed Sullivan- 
Bluth studio. The new studio's 
first film was THE LAND BE¬ 
FORE TIME (1988), which was 
produced in conjunction with 
Steven Spielberg and George 
Lucas. The film told a BAMB1- 
like story of a group of young 
dinosaurs and their journey to 
the "Great Valley." LAND was 
immensely successful and 
nabbed the number one spot on 
its opening weekend, the same 
weekend that Disney’s OLIV¬ 
ER AND COMPANY debuted. 
It established Sullivan-Bluth 
studio as a force to be reckoned 
with in animation. 

“That was a tremendous 
buzz," said Biuth of his back- 
to-back hits. "What we learned 
during that period was that if 
you have the right marketing, 
your picture has a chance to get 
its own legs. There was a man 
named Brad Globe, who was 
working at Amblin at the time 
we did both the pictures, and he 
had a great idea, which was 
‘Let’s have a marketing tie-in, 
so that the studio. Universal, 
doesn’t have to pay for the en¬ 
tire exposure of this picture.* So 
he brought in McDonald's and 

got them excited about a symbi¬ 
otic relationship with the stu¬ 
dio. There was about $50 mil¬ 
lion dollars spent in making the 
public aware of the pictures, 
just by the marketing tie-in peo¬ 
ple. That opened up a whole 
new vision of how to promote a 
motion picture.” 

Bluth’s next feature, ALL 
DOGS GO TO HEAVEN 
(1989) was not as fortunate as 
his previous two films. Even 
with a unique story (a dog re¬ 
turns from heaven to do one last 
good deed) and a cast of voices 
that included Burt Reynolds, 
the film didn’t fare well at the 
box-office. The studio’s next 
film, ROCK-A-DOODLE 
(1992) was even more of a dis¬ 
appointment, telling the tale of 
a rooster, who leaves the farm 
for Vegas, becoming an Elvis- 
like superstar. 

Around this time, Sullivan- 
Bluth began experiencing fi¬ 
nancial difficulties and, at one 
point, was forced to lay off 500 
employees. “It was a hard thing 
when the studio went through 
all of its troubles in Ireland," 
Biuth said, somberly recalling 
the event. “It was very diffi¬ 
cult—more so, because 1 felt 

bad for all the people we had 
trained who weren't sure what 
they were going to do for a liv¬ 
ing. But, I am a great believer 
that God never shuts a door; he 
opens a window." 

This "window” of opportu¬ 
nity came in the form of Hans 
Christian Anderson's fairy tale 
THUMBELINA, which Bluth’s 
studio produced for Warner 
Bros, in 1994. Despite 
mediocre box office, the film 
holds a special place in the di¬ 
rector’s heart. “It was a moment 
when my life was more full of 
song than any other time. Work¬ 
ing with Barry Manilow [the 
film’s song writer] was a great 
experience, and [the film] was 
beautiful to look at." 

Bluth’s next two films, A 
TROLL IN CENTRAL PARK 
(1993) and THE PEBBLE AND 
THE PENGUIN (1995), fared 
even less well than THUMBE¬ 
LINA, with both films barely 
getting a theatrical release. 
Shortly after this, Biuth and 
Goldman left their Ireland facil¬ 
ity for Fox Animation (John 
Pomeroy headed back to Dis¬ 
ney, and has since served as Su- 
pervising Animator of John 
Smith in POCAHONTAS). 

At Fox, Biuth has been part 
of another start-up of a studio 
“from scratch." The 66,000 foot 
facility, located in Phoenix, Ari¬ 
zona, employs over 300 people 
and continues to grow in terms 
of artistry and technology. 
Biuth and Goldman are current¬ 
ly considering five different 
stories for their next project at 
Fox, which will be announced 
early next year. 

As a part of this expanding 
studio and as co-director of 
ANASTASIA, the most heavily 
hyped non-Disney animated ef¬ 
forts since AMERICAN TAIL, 
Biuth said that it’s been inter¬ 
esting to watch audiences re¬ 
spond once again to animation. 
“Whether it’s animation or live- 
action, I believe that everyone 
loves a good story, particularly 
a story about themselves,” said 
Biuth. “I love to hear a good 
story, and if it’s satisfying, then 
I want someone else to hear the 
same story. 1 think that’s what it 
is. It’s not just animation and 
the look, style and tone of it. It 
really goes back to ‘The play’s 
the thing.’” 

Many other animation stu¬ 
dios, like Fox, have beefed up 
production pipelines. "Compe¬ 
tition is always a good thing.” 
admitted Biuth. "Every person 
is important; every person has 
some little bit of truth that 
everybody should see and hear. 
When all these artists get to¬ 
gether under the umbrella of a 
studio and decide to make a pic¬ 
ture, I think that they’re going 
to make something that’s note¬ 
worthy. Now, whether it’s com¬ 
mercial—meaning it will make 
money—you don't know. But, I 
think competition is wonderful, 
because it keeps us all looking 
over our shoulder, slightly, to 
see how good a job can we real¬ 
ly do. If you don't have compe¬ 
tition, there’s a tendency to get 
a little lazy and just glide on 
your past accomplishments.” 

Since launching off from 
Disney’s big ship, Biuth has en¬ 
countered somewhat choppy 
water, much of it riddled with 
disappointments, but adds that 
the journey has most definitely 
been worthwhile. “I know this,” 
he said, “all the bumps in the 
road are there for a reason; they 
teach you things, and you learn 
from them. Usually, when you 
come back from those experi¬ 
ences, you’re stronger." □ 
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BEST OF BLUTH 

by Mike Lyons 

Like the animation industry itself, 
Don Hluth's career has had many ups 
and downs. The release of ANASTA- 
SIA, his most ambitious film in 
years, seems like the perfect lime to 
take a look back at this very eclectic 
filmography. 

Banjo. The Woodpile 
Cat (1979) * 

It's not very sophisticated, but this 
featurette (about a young kitten who 
gets lost in the big city) is made 
impressive by the fact that it was, 
quite literally, a homegrown 
production (made in Bluth's garage, 
over the period of five years). With a 
carbon-copy Disney style, derivative 
of THE ARISTOCATS, (including 
Scatman Crolhers as the voice of the 
hero's mentor. Crazy Legs, an 
obvious knock off the previous 
film’s Scat Cat) and a sometimes 
meandering story line, Bluth and his 
then fledgling artists seem to have 
made do just fine with what they 
had. Watching BANJO, one can see 
the filmmaker establishing the 
elements—offbeat characters, 
distinctive colors, young protagonist 
in trouble—that would become 
hallmarks of his later films. 

The Secret of Nimh 
(1482) **★* 

What’s most fascinating about 
Bluth's first full-length feature is it’s 
edgy, dark tone. Like WATERSHIP 
DOWN (1978) and even the live- 
action BABE (1995), NIMH tells a 
somewhat gritty and realistic tale, as 
widowed mother Mrs. Brisby tries 
desperately to move her family and 
home from impending doom. Using 
a palette of washed out, earth-tone 
colors and some truly gripping 
moments, Bluth ingeniously placed 
the hallmarks of classic animation in 
a decidedly non-classic setting, 
where it still seems perfectly at 
home. Ironically, this is what Disney 
would do years later with such 
blockbusters as LITTLE 
MERMAID. In NIMH, the merging 
of the two sensibilities is handled 

The disappointing ALL DOGS GO 
TO HEAVEN (1989) marked the 
beginning of a downward trend. 

THE LAND BEFORE TIME (1988) was something ol a career high for Bluth. 
The BAMBMIke dinosaur tale earned good reviews and solid box office. 

just as well. Bluth also set up 
moments filled with terrific 
cinematic flair (when was the last 
time you saw an animated film that 
had a compelling sword fight?) and 
great personality animation (most 
notably, the way Dom DeLuise's 
whimpering performance is melded 
with the character of Jeremy, the 
crow). SECRET OF NIMH is that 
rarity among animated films 
(especially those from outside the 
Disney realm) beautiful artistry and 
beautiful story telling. Bluth's first is 
still, by far, his best. 

An American Tail 
(1986) ** 

Not since World War II has 
animation seen such politically 
incorrect characters (it’s bad enough 
that the politician character has to be 
Irish, but drunk and Irish?). This was 
just one of the many holes in TAIL'S 
plot, along with a lack of a solid 
villain and multiple conclusions. 
Still, audiences found something to 
respond to. The story of Fievel’s 
immigration to America was a 
subject never before embraced by 
animation, and Bluth, once again, 
showed off his penchant for colors 
(and. in this case, beautifully 
rendered backgrounds) and eccentric 
characters (love that accountant 
cockroach who counts coins for the 
villainous rat). These elements may 
not make for ground-breaking 
animation, but they do allow TAIL to 
be an entertaining ride. 

All Dogs goto 
HEVEAN 11989) * 

In an ambitious. HEAVEN CAN 
WAIT-like story, a con artist mutt 
named Charlie (voice of Burt 
Reynolds) abandons heaven to go 
back down to earth but is given one 
last chance at redemption. Maybe it 
was the fact that such weighty life 
and death issues seemed too somber 
for animation, or the fact that, for the 
first time, Bluth seemed to let his 
production design get the best of 
him, but the whole film never gels 
the way it should. The busy 
backgrounds and scenes brimming 
with characters were often a 
distraction. Still, the director’s 
arsenal of artists did their best, 
creating a hardened. Bayou 
atmosphere for the film, while taking 
time out from the story’s frenzied 
pace for quieter moments and 
character development. 

Rock-a- Doodle < 19921 0 

This could have been campy fun, but 
this convoluted, modem day 
CHANTICLEER story suffered from 
a muddled, at times almost 
incomprehensible, story line. Once 
again, the characters are graphically 
fun to watch, and the animation 
itself is colorful and fluid (expect for 
the film's conclusion, which features 
some of the sloppiest combinations 
of live-action and animation ever): 
but such artistry, without story, is 
like watching fireworks without 
music—all flash, no fun. 

The Land Before Time 
(1988) ***l/2 THUMBELINA (1994) * 

Every stumbling block in 
AMERICAN TAIL was overturned 
in this second Spiclberg-Bluth 
collaboration. Bluth took a chance 
making all the main characters 
youngsters (it was an opportunity for 
over-the-top cuteness); instead these 
pre-JURASSIC PARK dinos proved 
utterly charming in a story with the 
feel of a solid, fablesque “hero's 
journey." Topping it all off is a 
pleasingly brighter color palette and 
a haunting, choral score by James 
Homer. Like NIMH, LAND 
BEFORE TIME showed what a 
unique forum for artistry and story¬ 
telling animation is. 

For this adaptation of Hans Christian 
Anderson, Bluth took a refreshing 
turn from the norm. The film’s look 
has less in common with the 
Disneyesquc visions, so prevalent in 
his earlier films, and instead is quite 
reminiscent of Max Fliesher’s films 
of the *3f)'s and '40’s (especially 
1941’s HOPPITY GOES TO 
TOWN). Beautiful to look at, 
THUMBELINA was Bluth’s most 
original vision since NIMH. 
Unfortunately, the animation artistry 
was married to a soggy and 
surprisingly slowly-paced plot that 
ultimately drags everything down, 
dampening ones enthusiasm for it. 

A Troll in 
Central Park (199ji 0 

Proof once again that Don Bluth's 
films are look so good, that watching 
them is often a frustrating 
experience. TROLL is imbued with 
so much artistic effort that you wish 
as much time had been taken with 
plot and character development. This 
talc of a Troll who is banished to 
New York City could have been a 
nice, modern day fairy talc, but the 
story is riddled with many missed 
opportunities (we never really sec 
Manhattan, except for brief, 
background paintings). Ultimately, 
the film boils down to the standard 
hero vs. evil queen elements that 
we’ve seen in numerous animated 
films. No new surprises here. 

The Pebble and the 
Penguin (1995) *★ 

1 This story of innocent penguin 
Hubie and his journey to bring the 
perfect pebble to his one true love 
does contain some bizarre character 
design, distracting graphics, and a 
mediocre musical score, but it 
doesn’t contain the weak story lines 
that ambushed THUMBELINA and 
A TROLL IN CENTRAL PARK. 
Wisely, the animators took full 
advantage of everything in this film 
from the antarctic setting, (which 
give way to two spectacular action 
sequences, one involving a giant 
leopard seal and another, in which 
Hubie and his sidekick Rocko arc 
pursued by killer whales), to the 
voice cast (like THE LION KING’S 
Timon, Rodeo gets most of the 
laughs as the street-wise brains of 
the outfit, and James Belushi’s voice 
fits the character so perfectly, you’ll 
wonder why he hasn't been used 
before in animation). PEBBLE may 
not have canted an honored place in 
the current animation resurgence, but 
it does serve as a ray of hope for 
Don Bluth fans. 

John Carradine provided the voice 
of the Great Owl In SECRET OF 

NIMH, a film which holds up well. 
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that we came up with was the 
one we felt best served the sto¬ 
ry’s demands, in terms of the 
whole 20th Century setting and 
the fact that we weren’t in 
‘Once upon a time' land.” 

Donley also added that this 
more realistic feel helps solidify 
ANASTASIA’s deep themes 
and messages. “We played 
around with the idea of ‘What is 
home, really?’ Maybe home’s 
not a place; maybe home is the 
people that you love—an interi¬ 
or thing, an emotional thing. We 
also liked the idea that, girl or 
boy, you're responsible for 
building your own life. You 
can’t live in the past; the future 
is always beckoning. You have 
to move toward it, or you’ll be 
left behind. And, the idea that 
nothing is ever lost. It feels like 
it's lost; it goes away; but it ex¬ 
ists someplace, and sometimes 
it comes back to you." 

Now that ANASTASIA is 
moving to it’s final stage—a de¬ 
but in theatres—Don Bluth re¬ 
flected, "After making seven an¬ 
imated pictures, the thing I know 
is that you can never know 
what’s going to happen. With 
ANASTASIA, that one thing 
was the predictable. It was filled 
with serendipity and the discov¬ 
eries along the path of making 
this film were things I would 
have never imagined.” Bluth 
found one of these surprises in 
the film's setting. "Anastasia, 
not knowing she’s the Princess 
yet, makes a journey into Paris, 
which was a city just being born 
and awakening to new things, “ 
said Bluth. "So much was going 
on, which contrasted to the fact 
that Russia was a world dying 
and Paris was a world coming to 
life. All of these little nuances 
and currents began to surface, 
which gave something to us, be¬ 
yond just telling the plot points 
of the story; it’s describing the 
world in an era gone by and 
finding what is there in that era 
that we can learn from." 

touching on it when we had our 
studio in Ireland. When we 
came here we realized that, ob¬ 
viously, this is the tool of the 
future, and we made a list for 
the technicians at Fox of what 
we wanted to do with comput¬ 
ers. They came back to us and 
said, ‘Your list is twenty years 
old? Let’s make a list that will 
drive you into the Twenty-first 
Century.' Don and I both said, 

I dunno. We’re used to cam¬ 
eras and drawings and inking 
and painting and cels.”’ 

Reluctantly, Goldman and 
Bluth moved forward and were 
ultimately happy they did, find¬ 
ing out that the CGI was not all- 
encompassing to the film (for 
example, while the characters 
and effects were colored by 
computer, they were still hand 
drawn). The computer also as¬ 
sisted with "scene planning," in 
which characters, especially 
crowds, could be hand animat¬ 
ed and then repositioned within 
a scene by computer (complete 
with costume design). “The 
computer has, in my opinion, 
sped everything up," concluded 

this other who is low-key and 
laid back. It turned out to be 
perfect.” 

ANASTASIA also combines 
the realm of pen and ink with 
the structure of musical theater. 
The film’s score is by Lynn 
Ahrens and Stephen Flaherty, 
Broadway veterans, who are 
bringing E.L. Doctorow’s 
RAGTIME to the Broadway 
stage this winter. Donley, 
whose background is also in 
musical theater, said, "This [an¬ 
imation] resurgence in the past 
ten years owes a huge debt to 
musical theater. One of the ten¬ 
ants of that is that your songs 
are part of your story. They are 
not separate; they are an ab¬ 
solute integrated unit. For us, 
that meant that Lynn and 
Stephen were part of our cre¬ 
ative process from the begin¬ 
ning." This extra dynamic also 
allowed for expansion of story. 
“The beauty of music and what 
songs can dos,” added Donley, 
"is that they give you this in¬ 
credible shorthand to get inside 
a character’s head—about what 
they want and what they feel. 
At the same time, it allows you 
to impart information, so that 
you don’t stop for the song." 

ANASTASIA also incorpo¬ 
rates another element of the ani¬ 
mated feature that’s fast becom¬ 
ing a tradition: computers. 
From the detail of the falling 
snow and the music box, to a 
spectacular train wreck se¬ 
quence, computer generated 
imagery was a major player in 
the film, even if Goldman and 
Bluth, both traditionalists in the 
medium, were hesitant on the 
technology’s role, at first. “Don 
and I used computers in our 
other films, and we were just 

Goldman. "What it’s done is, 
instead of lightening the bur¬ 
den, it’s created the ability for 
Don and I to go crazy. We can 
provide more details and pro¬ 
duction values than ever.” 

With all of this propelling it, 
ANASTASIA has, like many 
animated features, taken on a 
very distinctive look and tone. 
“Since this is an epic story," 
said Don Bluth, "we chose to 
do it in Cinemascope, and we 
chose to hide the graphics 
slightly, so it became more of a 
realistic look. It was more like 
getting involved in a live-action 
motion picture, where you for¬ 
get the craft and just get in¬ 
volved with the story. Our para¬ 
mount goal was to get the audi¬ 
ence to feel certain things 
deeply.” 

One of the things audiences 
may feel when watching 
ANASTASIA is surprise at just 
how realistic it docs look. Like 
Disney’s POCAHONTAS 
(1995) and HUNCHBACK OF 
NOTRE DAME (1996), ANAS¬ 
TASIA seems in danger of being 
labeled too realistic for anima¬ 
tion. although producer Donley 
said that this never crossed their 
mind during production. "Our 
initial approach was that the sto¬ 
ry was the primary thing and 
that all things needed to serve 
the story,” she said. "The look 

Bartok struggles with Rasputin magic relic. The talking sidekick character 
fills approximately the same role as Lago the parrot In Disney’s ALLADIN. 

The amnesiac Anya, raised as a peasant orphan, does not realize that she is 
standing In front of her own family portrait In the former Romanov palace. 

“She’s great,” said producer 
Maureen Donley of Meg Ryan’s 

Anastasia. “She’s funny and 
quirky and quite active; she’s 

not wilting in a corner.” 
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By Mike Lyons 

There’s a scene in THE LITTLE MER¬ 
MAID in which the film’s heroine, Ariel, 
plaintively sings “Part of Your World"—ex¬ 
pressing her need to rise out of the water, to 
be “Up where they walk, up where they run, 
up where they stay all day in the sun.” One 
could metaphorically draw a parallel to how 
the Disney studio itself must have been feel¬ 
ing at this time. After almost two decades 
bordering on obscurity, the studio suddenly 
found itself on the brink of a comeback with 
1989’s THE LITTLE MERMAID. Like 
Ariel, the artists and animators were yearn¬ 
ing for something more, such as the glory 
captured by Walt and the first generation of 
studio artists. November 14 sees the return 
of THE LITTLE MERMAID to the big 
screen, for a new generation to enjoy. Per¬ 
haps not coincidentally, the release comes 
just a week before Fox’s ANASTASIA. 

“There was a feeling of enthusiasm to be 
doing a fairy tale,” MERMAID'S co-direc¬ 
tor John Musker recalled, “because one 
hadn’t been done in so long.” Ron 
Clements, the film’s other co-director, 
added, “It hadn’t been done since SLEEP¬ 
ING BEAUTY, even though fairy tales are 
so associated with Disney. It was the first 
time that a whole new genera¬ 
tion was going back to the roots 
of where things began, such as 
with SNOW WHITE. We felt a 
certain intimidation, because 
we knew that this film might be 
compared with those—more so, 
because there would be similar¬ 
ities. At the same time, we 
wanted to put a new spin on it, 
so that it would reflect the new 
generation. Because of this, 
there was excitement about the 
movie from the beginning.” 

Clements added, however, 
that they did feel a certain 
weight on their shoulders as 
work on MERMAID began, 
“We still didn’t know where an¬ 
imation was going. We were 

Disney’s THE LITTLE MERMAID returns to theatres 
on November 14, a week before Fox's ANASTASIA. 

working together since.” 
The relationship between THE LITTLE 

MERMAID and the Disney studio can ac¬ 
tually be traced back to the 1940s, when 
Walt Disney himself considered doing a 
LITTLE MERMAID sequence for a live- 
action-animated feature based on the life of 
Hans Christian Anderson. Artist Kay 
Neilsen, who had helped create the incredi¬ 
ble visuals for FANTASIA'S “Night on Bald 
Mountain” sequence, created wonderful in¬ 
spirational art for the sequence, but the film 
went unproduced. When production began 
on the new MERMAID, the art work was 
unearthed and used for inspiration (and 
Neilsen received a posthumous credit). 

Jeffrey Katzenberg, who came to anima¬ 
tion with a background in live-action, knew 
that LITTLE MERMAID would have a 

wonderful visual foundation, 
but he wanted something more. 
“Jeffrey Katzenberg was very 
demanding on the film,” re¬ 
called John Musker. “He was 
always challenging us. There 
was a feeling of trying to ex¬ 
ceed what you had done be¬ 
fore.” The result is one of the 
most concise and well-thought 
out story lines in recent Disney 
history (despite a happy ending 
finale that differs from Ander¬ 
son’s darker original). 

In the film, young Ariel 
(voice of Jodi Benson) wants so 
desperately to be part of the hu¬ 
man world, and closer to Prince 
Eric, that she agrees to trade her 
voice to Ursula the sea-witch 

coming off of a kind of down period. There 
was a sense with each film that this could 
be the last one. Things had been looking up 
with GREAT MOUSE DETECTIVE and 
OLIVER AND COMPANY, but I think 
there was a sense that there was a lot riding 
on MERMAID.” 

The film came to light at Disney after 
Michael Eisner and Jeffrey Katzenberg 
came aboard at the studio and, along with 
Roy Disney, vowed to beef up the pipeline 
of animation production. Twenty members 
of their story department were given the 
challenge of finding ideas for future films. 
After this gauntlet was laid down, Ron 
Clements came across Hans Christian An¬ 
derson’s The Littlest Mermaid while brows¬ 
ing through a collection of fairy tales. The 
story would go on to continue a collabora¬ 
tive spirit between Musker and Clements 
that began with 1986’s GREAT MOUSE 
DETECTIVE. Clements remembered, “I 
pitched LITTLE MERMAID at a ‘Gong 
Show' [the name given to creative meetings 
at Disney, at which story ideas are present¬ 
ed], It went into development; then there 
was a question as to who would write the 
script. I knew John was a good writer, and 1 
asked him if he would be interested in 
working together. From that, we’ve been 

The slithering, scene-stealing Ursula the Sea Witch was one ol many stand 
out elements in THE LITTLE MERMAID, Indicating Disney's return to form. 

m Lims 
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Disney’s heroine returns to 
confront Bluth’s princess. 
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Disney's Second Golden Age hit Its stride with BEAUTY AND THE BEAST, 
the first animated feature to be nominated for Best Picture of the Year. 

Disney’s Second 
Golden Age 

by Mike Lyons 

THE LITTLE MERMAID is splash¬ 
ing back into theatres for a new gen¬ 
eration. With all that's happened at 
Disney Feature Animation, the re-re- 
lease of the film that started (he Dis¬ 
ney animation resurgence, seems like 
a good opportunity to look back upon 
the films of this ongoing Second 
Golden Age. 

The Little Mermaid 
(19891 **** 

THE GREAT MOUSE 
DETECTIVE. WHO FRAMED 
ROGER RABBIT, and OLIVER 
AND COMPANY kicked things off, 
but this return to the good ol’ fairy 
tale brought back so much of what 
had been missing from Disney 
animation that's it's no mystery 
audiences were pleasantly caught off 
guard. The lead character. Ariel (a 
beautiful vocal performance by Jodi 
Benson) with her teenage angst and 
headstrong determination; the 
campy, torch song villainous Ursula; 
and the eccentric supporting 
characters of Sebastian. Scuttle the 
sea gull and Flounder arc marvels of 
personality animation. Coupled with 
this is one of Disney animation's 
greatest scores, which revived the 
dead art form of the movie musical 
("Under the Sea" is still the most 
colorful and exhilarating of all the 
Disney show-stoppers). Watching 
today, one can see how directors Ron 
Clements and John Musker 
brilliantly knitted the Disney 
hallmarks with moments of new 
sensibility. This was a new 
generation's SNOW WHITE. 

The Rescuers of 
Down Under <i996> ***1/2 

The first and only theatrical sequel 
from Disney animation has been 
unfairly overlooked. Directors Mike 
Gabriel and Hendel Butoy showed 
ingenious skills in their depiction of 
the vast Australian outback—the 
opening scene, in which the Film 's 
young protagonist. Cody, rides upon 
the back of Marahute. the giant 
golden eagle, is a wonderfully 

dizzying, point of view experience 
for the audience. The Film also 
contains some beautifully executed 
action-sequences (as when the heroic 
mice. Bernard and Bianca, climb 
aboard the villain McLcash's lank) 
which have a gripping, kinetic, 
almost ROAD WARRIOR (believe it 
or not) feel to them. It may not have 
had show-stopping tunes (in fact it 
didn't have any songs at all— 
another Disnev animated first), but 
RESCUERS DOWN UNDER 
warrants a larger audience. 

Realty and the Beast 

(1991) **** 

The “Tale as old as time..." made 
history with its Oscar nomination, 
but what’s most amazing is the way 
directors Gary Trousdale and Kirk 
Wise made viewers forget they 
were watching “moving drawings” 
by applying live-action sensibilities 
to the story. Each shot is a marvel 
(an opening scene in which the 
camera pulls back from the 
cowering Beast, framed in a castle 
window, and the swirling feel of 
the ballroom dance are especially 
amazing). Ashman and Menken’s 
score is more Broadway then ever, 
with each tunc topping the last, and 
the new generation of artists once 
again sink their teeth into some 
wonderful personalities. Animator 
Glen Keane solidified his future 
Disney Legend status with the 
Beast, a complex, brooding 
character with a striking 
appearance and some of the most 
soulful eyes this side of Bamhi.ln 
all. this was the perfect way for the 
Disney renaissance to hit its stride. 

ALLADIN (1992) **** 

It could have been subtitled "And 
Now. For Something Completely 
Different.” Directors Musker and 
Clements were allowed to cut-loose, 
and they also used a distinctive style 
(thick, linear designs reminiscent of 
caricaturist A1 Hirsh field) that 
carried through to all areas of the 
film (characters, backgrounds, props, 
etc.)—something not done since 
1959’S SLEEPING BEAUTY. This 
allowed ALADDIN to not only be a 
wonderful celebration of the 
cartoony impossibilities of 
animation, but also to inject Disney 
animation with contemporary 
sensibilities for the first time. 
Thanks largely Robin Williams’ 
hysterical, stream-of-consciousness 
vocal performance coupled with Eric 
Goldberg's animation—some of the 
most brilliant ever put on screen— 
the studio and the medium moved to 
a new level. 

The Lion King U994i *★** 

Many were stunned at just how well 
this original story fared at the box 
office, becoming the most successful 
animated film of ail time. But, it's 
really no surprise. Using one of the 
studio’s strongest story lines and 
some of the most memorable and 
eccentric characters in some time. 
LION KING told Disney's most 
human story, without using one 
single, solitary, human character. 
Simba's “hero’s journey” from cub 
to adult not only brought back the 
feel of the studio's finest films, it 
also harkened back to those deep- 
themed moralistic fables spun during 
everyone's childhood. Elton John 
and Tim Rice's ebullient songs and 
Hans Zimmer's hauntingly beautiful 
score help to back-up the most 
flawless animation and artistry the 
new generation has produced (with 
Scar, Andreas Deja emerged as 
animation's true method actor). 
Although a scant three years old, 
LION KING already truly deserves a 
place on the Disney classic mantle. 

Pocahontas 0995i *** 

"THE LION KING'S younger sister” 
was unfairly measured against the 
previous film's 1994 box-office 
receipts, even months before it 
opened.Maybe its story lagged in 
sections; its history wasn't always 
right; and some of the cute cartoon 
characters didn 'l seem at home 

beside the more realistic humans; 
still, there was a certain amount to 
like here. The film's highly stylized 
look (beautifully realized by art 
director Mike Giamo) wisely kept 
the film in its animated realm and 
hid its more realistic moments. 
POCAHONTAS also ranks as a 
watershed at Disney, with its use of 
subtler animation. Take, for 
example, the moment when John 
Smith and Pocahontas first meet, by 
a waterfall. There's no singing, no 
magic carpet ride, and yet, we are 
still glued to the scene's quiet power. 
It’s not perfect, but POCAHONTAS 
is a testament to how much Disney 
animation has grown in terms of 
story telling, entertainment, and art. 

The Hunchback of 
Notre Dame <J996i *★** 

The only "bomb'’ to make $100 
million. Some family audiences 
couldn ‘t warm up to this animated 
adaptation of Victor Hugo's bleak 
novel, and critics began sharpening 
their pens weeks before the film 
opened.Disney’s HUNCHBACK is, 
however, destined to be this 
generations' FANTASIA: a ground¬ 
breaking film that failed to generate 
much attention, it isn't just terrific 
animation; it's a terrific film. 

HUNCHBACK OF NOTRE DAME 
showed Disney attempting a more 

adult approach to animation. 

Hercules (1997) ***1/2 

Clements and Musker recreated the 
energy they had used in ALADDIN 
in this wonderfully frenetic ride that 
is, quite possibly, the funniest film to 
ever come out of the Disney studio. 
With a strikingly original look 
(derived from artist Gerald Scarfe, 
which looked right at home in Greek 
Mythology) the animators foundji 
balance between the zip-bang, 
slapstick world of cartoons and the 
sensitive, thematic edge of fairy tales 
and fables. HERCULES also gave 
audiences yet another great blend of 
vocal performance and animated 
artistry. James Woods rapid-fire turn 
as Hades was utilized perfectly by 
animator Nick Ranieri and shaped 
as, quite literally, an explosive 
personality. Despite a surprisingly 
tepid performance at the box-office 
(it deserved better) HERCULES was 
a welcome return to animation's 
cartoon roots. 

The most recent effort from the UTTLE MERMAID directing team 
of John Musker and Ron Clements was this year's HERCULES. 
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(Pat Carroll), in exchange for 
human legs, for three days. Af¬ 
ter this, the Mermaid's voice 
and soul arc the property of Ur¬ 
sula, if Ariel does not win Eric’s 
love. Ariel agrees to this, 
against the wishes of her father 
King Triton and her crustacean 
equivalent of Jiminy Cricket, 
Sebastian the crab. 

Another new dynamic in 
MERMAID was its score, with 
music by Alan Menken (who 
would become a Disney regu¬ 
lar) and lyrics by the late 
Howard Ashman, whom John 
Musker credits with injecting 
the film with something unique. 
“He brought a new sensibility, 
in terms of how he saw music 
weaving into the story; that re¬ 
ally did set all this off, 
Howard's involvement was a 
watershed, a turning point. We 
had never done anything like 
that before. It was a big learn¬ 
ing experience for all of us. 

“Working with Howard 
made us feel as if this was 
something special—the idea of 
having a musical team right in 
the next room, so as you were 
story boarding something, you 
could go next door and talk 
with Howard and Alan. Then, 
they could come over and see 
the art work and say, ‘There's 
something there that I can use.’ 
In a way, that was a throwback 
to a system that was around in 
the ‘30’s, but had gone away." 

THE LITTLE MERMAID 
also allowed the studio’s new 
generation of animators to sink 
their teeth into solid characters. 
Mark Henn and Glen Keane 
split the animating duties for the 
film's heroine, fashioning her as 
sort of the All-American 
teenage girl next door, with Fins, 
of course (the color of Ariel’s 

fin, by the way, was a special 
concoction of blue and green, 
created by Disney’s color de¬ 
partment, who dubbed the color, 
naturally, "Ariel”). For King 
Triton, animator Andreas Dcja 
based the protective parent’s 
personality on the way his own 
father reacted when Andreas’ 
sisters started dating. Ruben 
Aquino, studied live-action ref¬ 
erence footage of an octopus, in 
order to get the slithering move¬ 
ments when animating Ursula. 

According to Aquino, it was 
with THE LITTLE MERMAID 
that he realized how much an 
impact the new Disney anima¬ 
tors were having. "When 1 start¬ 
ed at Disney, the whole atmos¬ 
phere in feature animation, and 

animation in general, was kind 
of downbeat and we thought it 
was just a matter of time before 
all animation got sent over-seas, 
or feature animation became 
economically non-viable. Then, 
within less than ten years, it’s 
turned around completely. 
When we did MERMAID, I was 
giving a talk and someone asked 

me, ‘What’s your goal at Dis¬ 
ney?’ I told them that I would 
love it if I could be part of mak¬ 
ing Disney films as good as they 
used to be. We may not have 
achieved the level of animation 
that they achieved in the ‘Gold¬ 
en Age,’ but actually on a lot of 
levels, I think we have recap¬ 
tured some of that past glory.” 

THE LITTLE MERMAID 
not only revived some of this 
glory, the film’s success also 
extended well beyond the 
screen. In March of 1989, 
MERMAID won Academy 
Awards for Best Song (“Under 
the Sea”) and Best Score, be¬ 
coming the first Disney animat¬ 
ed feature since 1941’s DUM¬ 
BO to win an Oscar. Merchan¬ 

dise and collectibles still attract 
consumers (including, of 
course, a new wave that’s come 
out for the re-release); the film 
inspired a popular attraction, 
THE VOYAGE OF THE LIT¬ 
TLE MERMAID, at the Dis- 
ney/MGM Studios in Florida; 
and Ariel and company were 
even translated into a popular 

Saturday morning cartoon TV 
show. 

“For me, personally,” added 
Musker, “as far as any sense of, 
‘Will the public like this?’ or 
‘Will this be a big hit?’ 1 honest¬ 
ly had no sense of that. We were 
very innocently trying to just 
make the best film that we 
could. In hindsight, you can see 
how things have worked out, 
but I had no idea that it would 
reach the audience that it has 
and move into some of the pop 
cultural things, the way it did." 

Since LITTLE MERMAID, 
Musker and Clements (at Dis¬ 
ney, the two are simply referred 
to as "Ron n’ John”) have added 
to Disney’s resurgence by co- 
directing 1993’s ALADDIN 

and this year’s HERCULES. 
“Directing for Disney is a huge¬ 
ly collaborative medium,” 
added Musker. “Working with 
such an arsenal of artists is just 
daunting and wonderful as di¬ 
rectors. Whether it’s animators, 
background painters, layout 
artists, computer graphics peo¬ 
ple, the clean-up staff or the ink 
and paint people, everybody re¬ 
ally has a high degree of profes¬ 
sionalism. They just always 
want to du the bent job and 

challenge themselves.” 
Musker also noted that it’s 

now wonderful to sec such ac¬ 
tivity from a medium that al¬ 
most became a dead art form in 
the film industry. “At one point, 
they were considering charging 
higher admission prices [for an¬ 
imated films], because people 
weren’t going to them and they 
couldn't afford to keep making 
them. Then, gradually it turned 
around. Now, it’s fun to have 
your movies play world wide 
and realty move into the main¬ 
stream.” 
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Above: Molly Ringwald stars as Kim Poole ("the office tart," according to the 
actress) in OFFICE KILLER. Below: Deranged Dorine Douglas (Carol Kane) 

enjoys television with her new “friends.” Right: Debut director Cindy Sherman. 

Corporate downsizing 
Fans of Cindy Sherman’s 

photography will probably not 
be entirely surprised to hear she 
has directed a horror film. The 
subject of numerous museum 
exhibits, gallery showings and 
photography books, her work 
has always had a certain cine¬ 
matic quality to it. In “Untitled 
Film Still #56”(1980), for in¬ 
stance, the photo appears to 
have been shot with a motion- 
picture camera. It was not. ac¬ 
cording to Ms. Sherman, who 
was promoting OFFICE 
KILLER with a series of inter¬ 
views at The Toronto Interna¬ 
tional Film Festival. Besides 
her series duplicating the look 
of movie stills, Sherman has al¬ 
so used herself as model for 
photos of ancient portraits, su¬ 
per-imposed with modern pho¬ 

tography, exhibiting Sherman’s 
off-beat sense of humor, which 
is also a big part of her film. 

OFFICE KILLER stars Car¬ 
ol Kane as a mousy little copy- 
editor at a publishing house. Af¬ 
ter 16 years of diligent and effi¬ 
cient work, the powers upstairs 
have decided on corporate 
downsizing. Many of her co¬ 
workers arc soon to lose their 
jobs, already having been de¬ 
moted to part-time status, and 

Dorine Douglas (played by 
Kane) has her whole life 
wrapped up in her job. Having 
no friends, she spends alt her 
time either at the office or at 
home taking care of her aging 
and crippled mother, Carlotta 
(Alice Drummond). Many of 
her co-workers think her 
strange and unlikable, especial¬ 
ly Kim Poole (Molly Ring¬ 
wald), who hates Dorine and 
badmouths her to other employ¬ 
ees. 

Molly Ringwald describes 
her character as “basically the 
office tart.” Her free-wheeling 
attitude towards life is in dark 
contrast to Carol Kane’s in¬ 
tensely withdrawn portrayal of 
Dorine—whose-psychological 
problems date back to the un¬ 
wanted attention she got from 
her slimy late father while her 
mother refused to hear her cry 
for help. Her father's death in a 
car accident which crippled her 
mother was-the onset of an ob¬ 
session with death and a depen¬ 
dency on her by her mother that 
resulted in her need for a steady 
job and a chance to get away 
from her mother for hours dur¬ 
ing the day. Yet as her only 
close relative, the adversarial 
relationship with her mother 
comes to an abrupt halt when 
she passes away, and though 
Dorine shows no affection to¬ 
wards her mother, the death of 
her last living tie to reality 
sends her even further over the 
brink. 

On the day Dorine receives 
her notice of downsizing, she 
commits her first murder of a 
co-worker. This begins a bizarre 
killing spree that results in 
Dorine finally gaining some 
friends to party with, as one by 
one the corpses are assembled 
around her, decaying while she 
converses with them and eats 
popcorn as they watch her fa¬ 
vorite shows. Norah Reed, 
(Jeanne Tripplehorn) the one 
forced by management to deliv- 



takes on a demented new genre meaning. 
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((There are expectations that go 
along with this genre that the film 

doesn’t have. It evokes horror 
stereotypes without really scaring 

you. It’s more psychological.” 

One victim of Dorine Douglas' ruthless form of "corporate downsizing" 
In OFFICE KILLER, which goes into limited release on December 3. 

cr the bad news, feels sorry for 
the repressed and forgotten 
Dorine and tries to befriend her. 
But Dorine, having discovered 
a secret about Norah, is sending 
her anonymous e-mail mes¬ 
sages of implied blackmail 
while diverting suspicion of 
murder from herself with con¬ 
tinuing messages from one of 
her supposedly “missing" vic¬ 
tims. Yet with all the people dis¬ 
appearing, the only one who 
suspects Dorine of anything is 
the cynical but flaky Kim, to 
whom no one listens. 

Cindy Sherman’s approach 
to this film was not what the 
public or her fans might expect, 
and it must have been difficult 
to make the transition from 
graphic artist to filmmaker. As 
she explained it: “I thought it 
would be easier, in a way, to use 
actors who had name recogni¬ 
tion, just because they would be 
a little more professional, hav¬ 
ing all that experience behind 
them. But on the other hand, 
they do have more ego, I sup¬ 
pose, than unseasoned [new¬ 
comers]. Especially with four 
women on the set who arc stars 
in their own right [Barbara 
Sukowa plays editor-in-chief 
Virginia Wingate], I realized 
there is definitely a juggling of 
who you have to pamper. It just 
seemed like everybody needed 
attention, even when we’re not 
shooting a scene with that per¬ 
son. I had never expected that 
the director would become like 
Mom.’ It’s like you’re dealing 

with all the egos of your little 
children, trying to make every¬ 
body happy. It wasn't so much a 
problem as it was interesting. In 
the way I work I’m not used to 
telling anybody what to do. I 
don’t have any assistants at all, 
even in my studio. It's just me 
and the camera. Aside from the 
cast, just having a crew around 
is such a new experience, but 
very helpful. That process is so 
labor-intensive on so many lev¬ 

els, that I realized I was really 
thankful there were people 
whose job it was to just worry 
about props or camera dollies.” 

Though film would seem a 
logical extension of her previ¬ 
ous art, Sherman says she had 
to be talked into it, but is glad 
she was. “The money, apparent¬ 
ly, was there before 1 was even 
involved with it. My producer, 
Christine Vachon was ap¬ 
proached by Good Machine, an¬ 
other production company. 
They had money from investors 
who wanted to do a series of 
low-budget horror films." 

The script was written by 
Sherman and Elise MacAdam, 
yet Sherman claims no political 
agenda for the inclusion of the 
downsizing issue. That point 
was inserted into a later rewrite 
of the script at the request of 

higher-ups. “It was difficult for 
me,” she admitted, “because I 
don't think narratively, I just 
think visually. What I brought 
to the story was influenced by 
the way I work in my studio, 
surrounded by all these plastic 
body parts and transposing that 
into a realistic situation. I want¬ 
ed it to take place in the city be¬ 
cause I wanted to sleep in my 
own bed at the end of the day. 1 
didn’t want to be in some motel 
in the country-side. 

One might assume that Sher¬ 
man would be more comfort¬ 
able behind the camera than di¬ 
recting a performance, but she 
dispels that. In fact, she says she 
liked working with the actors 
best of all. “The thing that 
would throw a wrench into the 
whole system,” she continued, 
“would be after me, the cine¬ 

matographer and my first A.D. 
would plot out the scene, imag¬ 
ining how we thought it should 
be shot, the actors would come 
in with their own ideas about 
where they should stand, how 
they should act. But mostly, it 
was really fun.” 

Her approach to filming a 
story about a serial killer—in¬ 
cluding such other elements as 
sexual abuse of children and 
downsizing at corporations— 
was definitely not run-of-the- 
mill. “I definitely didn’t want to 
do some MTV special effects 
thing,” she revealed, “On the 
other hand I really didn't know 
what I wanted visually from it. I 
wanted some kind of unusual 
framing, that hopefully would 
create some kind of tension. I 
was hoping to do a stylized 
thing like Dario Argcnto. Un¬ 
fortunately, we didn’t really 
have the budget to get the kind 
of close-up lenses and zoom 
lenses that would’ve been ideal. 
In some cases, we didn’t even 
have the budget to re-do things 
until they were the way I want¬ 
ed. because we were under time 
limitations." 

Though she chose not to go 
over the top with the violence 
and gore, she worries that some 
horror fans may be disappoint¬ 
ed. “There are certain expecta¬ 
tions (hat go along with this 
genre,” Sherman mused, “that 
this film doesn't really have. 
Ideally, I wish it did function on 
a more terrifving level, the way 
HENRY: PORTRAIT OF A SE¬ 
RIAL KILLER did. That does¬ 
n’t mean I’m not happy with the 
way it turned out. I like the fact 
that it’s evoking horror film 
stereotypes, but not really scar¬ 
ing you. It is more psychologi¬ 
cal horror, watching what 
[Dorine] does and how her 
mind works.” 

Many films on this subject in 
recent years have deliberately 
pulled back from trying to top 

continued oa page 62 
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Hong Kong helmer John Woo scores with 
this science-fiction themed action flick. 

ru ovingly caressing re¬ 
volvers in each hand or 
stroking pump-action 

I shotgun barrels, John 
L^lWoo’s heroes tap 
dance upon the fence be¬ 
tween psychotic relief and 
chivalrous anti-heroism. (It 
is no surprise to find out that 
Woo taught dancing during 
his high school years in 
Hong Kong.) His action is 
wild and Woo-ly, and al¬ 
though his first two Tinsel¬ 
town features (HARD TAR¬ 
GET and BROKEN AR¬ 
ROW) were tailored to 
American tastes, they were 
subliminally sprinkled with 
Woo’s unmistakable specifi¬ 
cations—or as we say in the 
film industry, “Wooisms." 
But his latest effort, FACE/OFF 
has appeased the most exacting 
of Woo’s Hong Kong fans and 
critics while indelibly capturing 
the fascination of general film- 
goers. FACE/OFF’s narrative is 
a model of prescribed proficien¬ 
cy, a cool distillation of action 
conventions we know and love, 
rather than an automatic regur¬ 
gitation of genre traditions. 

Woo’s brilliant actioner fea¬ 
tures John Travolta and Nicolas 
Cage portraying, alternately, an 
FBI agent and a mad terrorist 
whose battle entails the literal 
switching of faces. The film's 
double meaning has nothing to 
do with ice hockey; it reflects 
the futuristic, HIGH NOON-ish 
showdown of two men who 
have to do what a man has to do 
amidst the demented twists of a 
sophisticated science-fiction 
plastic surgery that is but a pre¬ 
lude to a mind boggling sym¬ 
phony of explosions, boat chas¬ 
es, and pyrotechnical ballet. 

FBI agent Sean Archer (John 
Travolta) must go undercover to 
discover the location of a lethal 
biological weapon planted by 

In a classic John Woo composition, the hero and villain (played by Nicolas Cage and 
John Travolta) mirror each others actions on opposite sides ol a divided screen. 

the sadistic terrorist-for-hire 
Castor Troy (Nicolas Cage). 
Radical surgery allows Archer 
to carry out his mission by re¬ 
ceiving the transplanted face of 
the injured Troy, who lies in a 
coma after a shootout with FBI 
agents. It’s a given that, as 
gravely inured as he is, the 
faceless Troy snaps out of his 
coma and forces the surgeons to 
give him the only available 
face, transforming him into 
Archer. As the bomb continues 
to tick, it becomes a high-stakes 
game of cat-and-mouse as both 
Archer and Troy, trapped in 
their enemy's body, try to save 
face—their own. 

Woo was asked to direct the 
project five years ago but turned 
it down. Why did he change his 
mind? Woo divulged, “I really 
love the concept. Plus, I loved 
the challenge. The script was 
ambitious, and it’s the first time 
we see the actors play both the 
good guy and the bad guy. 

“This project was offered to 
me when I first 
got here by 
Joel Silver 

for Warner Brothers. But the 
draft was a totally futuristic sci- 
fi project and occurred two hun¬ 
dred years from now. I am not 
good at the scientific-techno¬ 
logical thing; I am computer 
blind. I didn't think that I could 
do a good job on science fic¬ 
tion, so I passed on it. When I 
was filming BROKEN AR¬ 
ROW. the project was turned 
over to Michael Douglas’ com¬ 
pany; he and his partner ap¬ 
proached me because I think 
Michael liked my style. I read 
the script, and it had a lot of 
changes—it was still futuristic 
but with a lot of heart. So I sug¬ 
gested to Michael that before I 
could direct this we should re¬ 
move all the futuristic stuff and 
focus on the drama, making it 
more human. So, obviously, all 
the changes were made, and it 
was brought back to the present 
day. Because I learned from 
BROKEN ARROW that you 
spend too much time and mon¬ 
ey on effects, CGI, and minia¬ 

tures. On FACE/ 
OFF I wanted 

lists) to spend 

more time on the drama.” 
For those that came in late. 

Woo was born as Wu Yu Sen 
in 1946 in China; he took the 
Christian name of John (af¬ 
ter John the Baptist) when a 
first grade teacher from 
Britain found it difficult to 
read her students’ Chinese 
names. He entered the film 
industry in 1969 and in 1971 
worked for Shaw Brothers 
as an assistant to swordplay 
director Zhang Che, which 
led to his first directorial ef¬ 
fort in 1973. After a string of 
hit comedies and two kung- 
fu movies (including HAND 
OF DEATH, with a young 
Jackie Chan) at Golden Har¬ 
vest. Woo left in 1983 to join 
Cinema City. What followed 

was the Tsui Hark-produccd A 
BETTER TOMORROW, 
which established a style of 
frenzied exaggeration, some of 
it flamboyantly outrageous, that 
has remained a hallmark of 
Woo’s work ever since. His 
sheer joy in filmmaking is in¬ 
fectious. He thrives in the kinet¬ 
ic freneticism of a beautifully 
executed tracking shot, the be¬ 
witching allurement of city 
lights refiected on panes of 
glass, the frail poetry of the 
freeze frame, and the gutsy 
power of parallel editing. Woo’s 
THE KILLER. BULLET IN 
THE HEAD, his Hong Kong 
version of ONCE A THIEF, and 
HARD BOILED are themati¬ 
cally coherent—undoubtedly 
the result of his sophisticated 
and completely cultivated sen¬ 
sibilities. They let you feel in¬ 
telligent and simultaneously al¬ 
low you to go nuts. How does 
Woo achieve this? 

He uttered, "It’s hard to find 
the perfect words to describe 
my style. Perhaps it is an oper¬ 
atic way of filming. My movies 
have so many styles. They are 



romantic, emotional, exciting, 
everything. Sometimes I see 
myself as a conductor of an or¬ 
chestra, or a painter.” 

For a soft spoken man, who 
neither practices martial arts 
nor shoots a gun and who is es¬ 
sentially a mild-mannered, non¬ 
violent Christian, where did his 
poetic vision for operatic vio¬ 
lence come from? Some of the 
answer lies in his childhood. 
Woo reminisced, “I have seen 
too much violence. I grew up in 
a violent world, lived in a bad 
neighborhood full of drug deal¬ 
ers and gamblers, and our fami¬ 
ly was poor. I am lucky to have 
great parents. My father was a 
scholar and loved Chinese cul¬ 
ture. He taught me to live with 
dignity. We were even homeless 
for a couple of years and lived 
on the street. They couldn't af¬ 
ford to send me to school until 1 
was nine years old. Then an 
American family who sent 
money to the church supported 
my school fees for six years. I 
have never met them. Without 
their help 1 would have been a 
different person. So this is also 
why I am so fond of the church. 

“Then during the riots in 
Hong Kong of 1957 and 1967 
created by the left wing, they 
set bombs off everywhere, and 1 
saw people gel shot by police— 
so many disasters and sad 
things. That’s why in my 
movies, my kind of hero likes 
to help other people and sacri¬ 
fice himself for the others. So 
here I put in my realistic feel¬ 
ings into the characters. 

“In terms of action, I just 

love doing action scenes. I usu¬ 
ally see it as a ballet dance and 
use the music within the scene. 
Plus, I start the action with so 
much emotion. Let me give you 
an example. If I am shooting a 
scene where the good guy is 
shooting at the bad guy, I think 
of something like people get¬ 
ting killed in the street when I 
was a little child, or think of 
someone being killed in war. 
This makes me feel very angry, 
then sad, then upset. So when I 
see the scene of my hero shoot¬ 
ing at someone”—as if struck 
by lightning, Woo's quiet dispo¬ 
sition and voice become 
markedly excited—“then 1 
imagine that the guy is the 
killer, or the murderer or a war¬ 
lord, so I can put my past emo¬ 
tion of anger into the bad guy 
being shot. But then I also like 
to have fun because action to 

me is like a cartoon. As a kid I 
watched too many cartoons, 
and cartoons arc very violent." 

Laughing, Woo admitted 
that TOM AND JERRY was a 
favorite, adding, “You know, 
the violence of the action in my 
movies is not always real. In re¬ 
al life, no one gets shot and 
spins around and dies like a 
dancer. Nobody can fly and 
dive down from the second 
floor and shoot a guy on the 
way down. I decided that things 
are like a cartoon and are also 
not real. The other thing is the 
way that I am using the camera 
and editing is pretty much like a 
musical, and 1 like to challenge 
myself in that every action se¬ 
quence must be over the top and 
get better and better." 

And that is what he delivers 
in FACE/OFF. Just when you 
think he has reached an appro¬ 

priate end point, he takes his 
rocket ride to another destina¬ 
tion. The film is an actor’s 
dream in which Travolta and 
Cage spend most of their time 
acting as if in each other’s bod¬ 
ies. Through a plot device of a 
microchip implanted in his lar¬ 
ynx, Scan Archer is able to look 
and sound like Castor Troy— 
enough, maybe, to fool the so¬ 
ciopath's paranoid brother, who 
knows the hiding place of the 
biological weapon. For Troy, 
it’s even trickier. In the guise of 
Travolta, he goes home to 
Archer’s family and must pull 
the wool over the eyes of 
Archer’s wife (Joan Allen as 
Eve) and their confused teen¬ 
age daughter (Dominique 
Swain as Jamie) to convince 
them he is Sean. Eve is faced 
with a husband suddenly rc-in- 
terested in romance after a six- 
year revenge spree (Troy acci¬ 
dentally killed Archer’s son 
while aiming at Scan), and 
Jamie is now wowed by a cool 
father who not only asks what 
kind of protection she uses (he 
promptly provides her with a 
butterfly knife) but drags her 
overly rambunctious boyfriend 
out of his sports car window 
and pounds him into a quiver¬ 
ing pile. Meanwhile, Archer 
(now played by Cage) is con¬ 
fronted by Troy’s girlfriend (Gi¬ 
na Gcrshon) and pays softer at¬ 
tention to Troy’s son (who be¬ 
comes to Archer a surrogate for 
the son Troy took from him). 
We quickly are invited into the 
strange implications of a face 
swap as we investigate how 

Director John Woo discusses a scene with stars Travolta (right) and Cage 
(left). The two actors imitated each other's gestures while switching roles. 
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“The violence in my movies is 
not real,” said Woo. “Nobody can 

dive down from a second floor 
and shoot a guy on the way. 

These things are like a cartoon.” 

In another piece ot typical Woo Imagery, terrorist Castor Troy (Cage) employs 
the two-gun technique—one In each hand—during a shoot out with the FBI. 

much our appearance shapes 
our personality. It is this mirror¬ 
ing of each other's performance 
that forms the emotional foun¬ 
dation of the film. 

Woo elaborated, “There are 
two emotional strings in this 
movie. First is the idea of good 
and evil. My feeling especially 
in this movie is that there is no 
real good guy or bad guy in this 
world. No one is perfect, you 
know. We can learn from the 
best and the worst. It is like a 
mirror. Good and evil always 
mirror each other. Of course the 
bad guy can also see himself as 
good, and the good guy can see 
himself as bad. That’s why I 
make the two characters, good 
and bad. They both are not per¬ 
fect. But in the meantime they 
also have something similar. 
No matter if they are good or 
bad they are both charming. It 
is my thinking that even the bad 
guy does better than the good 
guy because he is a better fa¬ 
ther. The other thing about this 
movie that I like is the family 
values in it. I think the real hero 
is the one who takes responsi¬ 
bility for his family or friends 
or for the one he loves. This is 
why I am so strongly emotion¬ 
ally tied to this film." 

Regarding the religious sig¬ 
nificance that is a recurring the- 
matic device in many of his 
films. Woo laughingly added, 
“Yes, in FACE/OFF we use 
Handell's Messiah; we have 
scenes in the church—the can¬ 
dles, the fluttering doves which 
represents purity, innocence and 
love. This church is the redemp¬ 
tion and destiny, and it all bal¬ 
ances the violence. You see, 
sometimes the church is heaven 
to me. When people fight in 
war, they turn Heaven to Hell. 
So that's why I use the church.” 

Woo was given much more 
freedom on FACE/OFF to make 
the film his way. “The produc¬ 
ers and studio gave us their full 
support, and we could change 
[things] right away without ask¬ 
ing anyone for approval. People 
now understand how I work." 

One impromptu addition 
was a gesture Archer uses as a 
sign of love and recognition. 
Woo explained, “For the open¬ 
ing scene I thought if the father 
and child [Sean and son] are 
just riding, it’s so anything. So 
then I came up with, ‘How 
about having a family gesture?’ 

Whoever is upset or unhappy, 
puts a hand over his face, pulls 
it down, and creates a happy 
face. John loved the idea. It be¬ 
came a dramatic gesture and a 
sort of recognition thing later in 
the film. I also designed some 
things for both actors, so after 
the switch they could mimic 
each other in each other’s bod¬ 
ies. We spent some time on re¬ 
hearsals to decide on the char¬ 
acters and how to evolve them. 
During the shoot, they learned 
and imitated from each other’s 
form on tape, so they saw each 
other as good guy and bad guy. 
Whatever one did on the set, 
they would let the other know 
and then discuss if it was okay 
for one actor to introduce his 
own interpretation of the other 
actor's movements. It was quite 
amazing to see these great ac¬ 
tors in action.’’ 

Woo can create action se¬ 
quences with the best of them. 
He knows how to manipulate 
his characters with smooth con¬ 
trasting elements; he compre¬ 
hends when to let chaos rule 
and when to dictate orderliness 
while preventing the audience 
from losing sight of the story 
amidst the melange of flying 
bodies and firepower. He’s ad¬ 

dicted to freeze frames and 
Leone-esquc close-ups of star¬ 
ing eyes (often used by Zhang 
Che in his sword films) to pin¬ 
point emotional transitions 
about to happen. Marked with 
tonal turning points from 
wrenching emotion to crude 
comedy to violent action, a 
Woo film is just not a Woo film 
without his patented dramatic 
triangular structure; notably, 
two points of this tri-fectorate 
equation include guns being de¬ 
fiantly pointed at one another’s 
head. As Woo says, “It’s a pow¬ 
erful metaphor for a ruthless 
world of paralyzing choices.” 

In FACE/OFF, this face off 
occurs several times: between 
Archer and Troy and their re¬ 
flections in mirrors; between 
Archer, Troy, and Joan; then 
Archer Troy, and Jamie. The re¬ 
markable humorous sensibility 
of these triangles hinges on Tra¬ 
volta’s comedic timing. Woo 
trusts the power of his images 
to signal the shifts. Note the 
cool shot when Cage, in sun¬ 
glasses, emerges in slow motion 
from his limousine with his 
long black overcoat eerily w'aft- 
ing in the breeze. 

But the classic John Woo 
shot is a compositional split 

screen in which apparent oppo¬ 
sites mirror one another, erasing 
the line between protagonist 
and antagonist, lover and 
friend, cop and criminal. He 
loves pans and rack focusing to 
drive home the relationship be¬ 
tween the foreground and back¬ 
ground figures. With his action 
films, he is probably the first 
foreign filmmaker since Sergio 
Leone to be hailed as a legiti¬ 
mate heir to the traditions of a 
solidly American genre. Yet his 
dream project is to do a remake 
of The Romance of the Three 
Kingdoms. One of the most fa¬ 
mous scenes in this Chinese 
classic is when one of the he¬ 
roes, Quang Gong (commonly 
seen on posters, calendars, and 
figurines as the red-faced, 
black-bearded kung-fu god), is 
carrying the baby emperor on 
horseback while mowing dowm 
most of the enemy's foot sol¬ 
diers. At the end of the battle he 
eloquently notes that the baby 
didn't crv. We see this pop up in 
HARD ' BOILED and in 
FACE/OFF as Cage (playing 
Archer) carries Troy’s son 
through blankets of gunfire, 
noting that the child doesn’t cry 
out or scream during the melee. 

Said Woo, “To me my films 
are like my children; that is why 
I am so faithful to my movies. 
But you know, before coming 
to this country, I was crazy in 
Hong Kong. I worked seven 
days a week and spent more 
time in the studio and my office 
than at home. There was a lot of 
misunderstanding with my chil¬ 
dren; they barely saw my face 
and didn't know me. They were 
beginning to hate me, so I got 
scared." After a deep breath, he 
added, “I thought I was begin¬ 
ning to lose my family, so that 
is one reason to move to the 
States." With smiling relief, he 
concluded, “My family is im¬ 
portant. I've been married for 
twenty one years, and since 
moving here I can spend more 
time with them; I can give them 
my love and they can under¬ 
stand me now. So w'hen I was 
shooting the film, Sean 
Archer’s problems were similar 
to myself. That is why the 
movie is special to me. That is 
why FACE/OFF is like my 
Hong Kong films, because in 
my Hong Kong films 1 usually 
put in the true experience from 
my life.” Q 
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REVIEW 
The doppleganger theme 
taken to the Nth degree 
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The theme of the doppleganger (or double) 
is a popular one in the horror genre, dating at 
least back to Poe’s story "William Wilson,” in 
which an unconscionable reprobate is plagued 
by an identical duplicate representing the moral 
sense he himself has lost. Later post-Freud vari¬ 
ations on the theme tended to cast the protago¬ 
nist in a more favorable light, portraying the 
double as a personification of the hero’s own re¬ 
pressed, darker side, which must be defeated. 
The science-fiction genre eventually picked up 
the theme, often portraying the doubles as 
refugees or even invaders from a parallel uni¬ 
verse (STAR TREK, THE TWILIGHT ZONE). 

The fantasy clement allowed these stories to 
exploit fears and questions about the nature of 
identity: What makes me what 1 am? And if my 
exact double usurps my place, what is left of 
me? However, although fantasy brings these 
questions into sharper relief, it is not a neces¬ 
sary prerequisite for exploring the theme; in 
fact, almost any story based on 
pursuit or detection will, to some 
extent, identify the hunter and the 
hunted or the cop and the criminal. 

Nowhere is this more evident 
than in the work of John Woo. 
Films like THE KILLER and 
HARD-BOILED arc structured 
around the male-bonding that oc¬ 
curs between two characters on 
opposite sides of the law whose 
confrontation with each other re¬ 
veals their underlying similarities 
until they inevitably join forces. 
Now with FACE/OFF, Woo 
(working from a script by Mike 
Werb & Michael Collcary) has 
taken the theme to the next step: 
through a scries of unlikely but en¬ 
tertaining contrivances, the hero 
and villain exchange faces and 
find that the only way to function 

in their new guises is to take on some of the 
characteristics of each other. 

The result is fascinating to behold, thanks in 
large part to tour-de-force performances from 
the two leads, Nicolas Cage and John Travolta. 
Just on a simple narrative level, the hook is un¬ 
beatable for story possibilities: How will terror¬ 
ist Castor Troy exploit his position now that 
he’s accepted as FBI agent Sean Casey? And 
how will Casey, trapped in Troy’s body, escape 
from prison and reclaim his face and family? 
This plot is worked out in a scries of engaging 
action sequences that rival some of Woo's best 
Hong Kong work. All of the slow-motion and 
parallel editing techniques are on display, this 
time abetted by all the production value that 
Hollywood money can buy. 

The only thing that’s missing here is a little 
restraint. Not that it would be a good idea to 
tone down the talent of a director noted for his 
over-thc-top outrageousness, but the film does 
reach a point of diminishing returns, past which 
each new action set-piece (like the boat chase 
near the end) clearly is a set-piece—i.e., some¬ 
thing thrown in for its own sake, rather than an 
integrated component that illustrates the con¬ 
flict between the two antagonists. 

Along the way, some truly great demands 
arc made on audience credibility. The worst by 
far undermines the basic assumption of the 
whole plot: Casey (Travolta) has taken the face 
of Castor Troy (Cage) in order to get informa¬ 
tion out of Troy's paranoid brother, Pollux 
(Alessandro Nivola), who (we arc told) is so 
paranoid that he would never talk to anyone but 

After the face-switch, John Travolta plays Troy, who In the guise of agent 
Casey receives accolades for “discovering” the bomb planted by Troy. 

Nicolas Cage as Castor Troy establishes the 
terrorist's gestures and body language before 
switching roles to play FBI agent Sean Casey. 

Castor. In spite of this, when Troy steals 
Casey’s face, he has no trouble convincing Pol¬ 
lux of his true identity—off-screen. There’s a 
good reason we don’t sec this scene: if we actu¬ 
ally observed Pollux overcoming his distrust of 
the agent who killed his brother, it would be¬ 
come obvious that the whole face-transplant 
ruse could have been avoided—Casey didn't 
need to look like Castor to fool Pollux; all he 
had to do was walk up to him and say, ”l'm re¬ 
ally your brother in the body of an FBI agent.” 

This little weakness isn’t enough to under¬ 
mine a film whose entertainment value is 
enough to overwhelm almost any critical reser¬ 
vations, but it docs illustrate that FACE/OFF is 
not quite the unmitigated masterpiece that some 
critics have claimed it to be. More important, 
the doubling of the two lead characters—al¬ 
though taken to the science-fiction limits in 
terms of their appearance—is not taken quite so 
far in terms of their identities. Sure. Troy acts 

like a family man and an FBI 
agent, but it’s clear that he is never 
being tempted into giving up his 
criminal ways and settling down. 
Likewise, Casey has nowhere to 
go for assistance except Troy’s old 
cronies, but it is equally clear that 
he has no intention of adapting to 
a life of crime. 

Their methods may be similar— 
each will do unpleasant things in 
order to achieve their goals—but 
their goals arc so different that 
they don’t mirror each other as 
much as their switched faces 
might suggest. Actually, one of the 
film’s unanswered questions is 
what Troy’s goals are. Hchas no 
political agenda. The audience is 
denied even the grudging identifi¬ 
cation of objecting to his methods 
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If you believe, clap your hands 

Despite its title. FAIRYTALE: A TRUE STORY fictionalizes the actual events 
(about two girls who fake some photos) by portraying the fairies as real. 
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by Dennis Fischer 

Rased an the true story of the 
Cottingley fairy photographs, tak¬ 
en by two young girls, that depict¬ 
ed fairies flying at the bottom of 
their garden, this film is one of 
those rare fantasies that eschews 
boyish adventure for girlish whim¬ 
sy. while taking the public story of 
Elsie Wright and her cousin 
Frances at face value. In this film, 
there really are fickle fairies who 
spark the girls’ fancies. 

Meanw'hilc. there are the 
renowned figures who helped 
make the lasses famous: Sir Arthur 
Conan Doyle (a dignified Peter 
O'Toole) is devoted to the belief 
that the modern age should encom¬ 
pass both magic and science; his 
friend and frequent debater, escape 
artist Harry Houdini (a properly 
theatrical Harvey Keitel, who 
looks and acts the part with fi¬ 
nesse). debunks phony mediums 

who cheat the bereaved by using 
simple magic tricks. As such, they 
come to represent the forces of 
faith and reason, respectively. 

The fairies themselves appear 
in myriad guises (courtesy of 
Shirley Russell’s exquisite de¬ 
signs). Like true wee folk, they 
keep to the periphery of the picture 
and offer a few truly exhilarating 
effects shots of them flying like a 
combination of dragonflies and 
humming birds (courtesy of visual 
effects supervisor Tim Webber). 

While the fairies offer the 

wonderful possibility of magic in 
people’s lives, much of the film 
remains grounded in reality. It is 
not hard to see why people of the 
early 1910s might turn to theoso¬ 
phy, with its belief in ghosts, 
fairies, and mystical insight, giv¬ 
en the ongoing tragedy of the 
First World War which has 
claimed the life of Elsie’s brother 
and possibly Frances’ missing-in¬ 
action father. Additionally, with 
the advent of electricity, the "dark 
satanic mills" of F.ngland were 
not bringing the advantages of 
technology to many, so much as 
longer working hours and multi¬ 
ple shifts. For the young girls, 
childhood and innocence are al¬ 
most at an end; Elsie’s mother is 
deeply grieving; and the girls’ at¬ 
tempt to show her the fairies be¬ 
comes quite understandable, of¬ 
fering as it does a ray of hope. 

Director Charles Sturridge does 
a marvelous job of re-creating this 
era of the past, aided by Michael 
Coulter’s sumptuous cinematogra¬ 
phy. and wrings appealing perfor¬ 
mances from all concerned. How¬ 
ever. one is left with the feeling 
that the film—albeit sensitive, 
lush, and delicate—lacks focus, as 
the disparate elements never fully 
merge in a fully satisfying whole. 
Still, it remains a highly meritori¬ 
ous movie that knowingly evokes 
what may happen when the fantas¬ 
tic impinges on the mundane. f J 

Fairy Tale: A True Story 
Dimrtor Cfcartf* Slurrtdir. Para mini nL I0%7. fi. 

With: llanry Krilrl. Peter O'Toole, Hurrmr lloith, 

I Jiraftcih FjH, 

The conflict between l*ailh and Sci¬ 
ence* between Belief and Skepticism, 
is a powerful one that has been used in 
genre efforts as wide ranging as THE 
EXORCIST, CONTACT, and THE X- 
FILES, In the case of FAIRY TALE: A 
TRUE STORY, the plot seems tailor- 
made to dramatize just this sort of con¬ 
flict: not only is it based on a real inci¬ 
dent that raises the very question: it al¬ 
so features two larger-than-life histori¬ 
cal characters—Arthur Conan Doyle 
and Harry Houdini—whose actual be¬ 
liefs make them perfect mouthpieces 
for the opposing sides of the debate. 

The filmmakers, unfortunately, are 
not interested in exploring this dichoto¬ 
my, even though the plot makes it clear 
that Elise Wright (llouth) and Frances 
Griffiths (Earl) have faked some pho¬ 
tos in order to ease the mind of Elise*s 
mother (by convincing her that a super¬ 
natural realm does exist, they lead her 
to believe that her dead son can still 
survive in some kind of afterlife). 
However, halfway through the film, we 
begin to see shots of real f a tries. This 
attempt to be whimsical and fanciful 
does pay some dividends, but dramati¬ 
cally the rest of the movie is under¬ 
mined (although very young children, 
who have managed to be patient this 
long, will no doubt be delighted). 

The film actually has a good point, 
stated near the conclusion, Houdini, the 
skeptic, tacitly Jells the girls not to give 
away their trick, because people w ill be 
too disappointed, and he informs the 
press that he sees no need to debunk the 
girls* claim, because it is clearly not be¬ 
ing done to defraud innocent people. 
This acknowledgement of the uplifting 
psychological effect of supposedly mag¬ 
ical events is much more heart-warming 
than the dozens of Ctrl shots on display. 

• •Jay StuviTivm 

Harvey Keitel stars as the skeptical 
escape artist Houdini, with Florence 

Hoath (left) and Elizabeth Earl. 

At the end, the fairies make a grand entrance into the home of the two girls, 
signifying they don't mind having had their existence revealed to the world. 



CINEMA 
By Sieve Biodrowski 

MIMIC—NIPPED IN THE BUG 
An otherwise fine film marred by an anti-climactic ending. 

After MIMIC descends Into the subway to confront Rick Lazzarlnl's anlmatronic 
Insects (Inset), the film never re-emerges for a climactic attack on the city. 

I knew that MIMIC would not 
he a blockbuster, in spite of the 
stylishly crafted suspense of 
Guillermo Del Toro's science-fic¬ 
tion horror-thriller. Not that 1 pre¬ 
tend to be an infallible (or even 
very accurate) box office prognos¬ 
ticator. Nor did I have some 
grudge against the film that made 
me want to see it fail; actually, I 
quite liked it on most counts and 
wished it only success. 

How did l know', then? Well, 
for all its effectiveness, the film 
employs one of my least favorite 
structural devices—one that also 
has a very low track record at the 
box office: the threat that drives 
the whole plot (in this case, an in¬ 
vasion of giant bugs) is thwarted 
before it really begins. 

This observation is not original 
to me. Over a decade ago. I attend¬ 
ed a seminar by someone promot¬ 
ing one of those “how to write 
screenplays that sell" methods that 
would supposedly analyze your 
script and tell you how to rewrite it 
so that Hollywood would shell out 
big bucks for it. Not much of the 
event sticks in my memory, but one 
moment stands out: the hawker 
proclaimed that one of the crucial 
points in any film story is what we 
might call “the bursting dam." In 
other words, the protagonists have 
been struggling to contain some 
kind of steadily increasing threat, 
and just when it seems as if they 
have it under control, the dam 
bursts and what was previously a 
relatively manageable problem is 
now completely out of control. 
This was not a particularly new 
idea. Most books on dramatic 
structure will specify that the dra¬ 
ma must build to an “all-or-noth¬ 
ing" decision, in which the protag¬ 
onists must finally abandon 
halfway measures anil risk every¬ 
thing to pull victory from the jaws 
of defeat. Certainly, such a deci¬ 
sion would seem foolish on the 
part of any character if the problem 
had not reached crisis proportions. 

Nevertheless, one listener ob¬ 
jected to the insistent statement 
that this “bursting dam" moment 
was a necessary element of any 
box office success. “I’m just not 
buying it," he said. “If the script is 
so important, how' do you explain 
the success of all these films with 
bad scripts that just rclv on special 
effects, like GREMLINS and 

GHOSTBUSTERS." 
As a matter of fact, the two ex¬ 

amples he chose were the worst 
possible ones for his argument. 
Both of these films contain classic 
examples of the “bursting dam." In 
GHOSTBUSTERS. the first two- 
thirds of the film involves tracking 
down and capturing isolated spirits 
who are noisy and cantankerous 
but not necessarily threatening. 
Things really go crazy only after 

the Ghostbusters' containment unit 
is shut down by the EPA. releasing 
all the incarcerated ghosts, who 
swarm over New York City like a 
Biblical plague—thus creating a 
crisis situation that motivates the 
third act. In GREMLINS, the ram¬ 
bunctious monsters of the title are 
at first merely troublesome and an¬ 
noying, but just when you think 
(hey are going to be rounded up 
and dispensed with, the leader. 
Stripe, jumps into a swimming 
poo) (water makes gremlins multi¬ 
ply); suddenly, the heroes are fac¬ 
ing not a handful of Gremlins but 
an entire army of them capable of 
overrunning (he entire town. 
Again, this crisis expands the 
threat and forces the heroes to take 
desperate countermeasures that 
drive the third act. 

As if to make the point even 
more strongly, several years later, 
GREMLINS 2 came out and failed 
to match the success of its prede¬ 

cessor, despite generally more fa¬ 
vorable reviews. Even allowing 
for the fact that most sequels do 
not equal the original’s success, 
this film still fell well short of ex¬ 
pectations. Why? Because the 
Gremlins never escape out of the 
high-rise office building where 
most of the action is set. The entire 
film builds up to the moment of 
their escaping outside to the city at 
large, and then short circuits the 
moment by electrocuting them be¬ 
fore they gel out! In other words, 
the dam never bursts, and what 
we've been led to expect, never 
materializes, leaving the audience 
feeling disappointed and cheated. 

Consequently, when the under¬ 
ground scenes in MIMIC kept go¬ 
ing. 1 began to get nervous. The 
prologue had set the film's tone 
brilliantly, with a lethal plague 
felling innocent children that gave 
the film a sense of verisimilitude; 
this was a horror film which actu¬ 
ally wanted to make you feel some 
empathy for the humanity of the 
victims, not the usual camp- 
gorefest. The first act was mysteri¬ 
ous and intriguing as it introduced 
the plot elements and got the char¬ 
acters on the trail of the bugs. And 
the second act, when the charac¬ 
ters descend into the subway tun¬ 
nels to gather information built up 
some excellent suspense. But as 
these scenes continued. I realized 

that what should have been the 
third act (our heroes get back to 
the surface just in lime to warn au¬ 
thorities before the bugs launch an 
all-out attack on the populace at 
large) was not going to material¬ 
ize. Instead, the film has the bugs 
destroyed before they can arise en 
masse from their underground lair. 
As if to compensate, the film 
shows us a few manhole covers 
blasted into the air by the explo¬ 
sion that wipes out the bugs. This 
attempt to draw some visual con¬ 
nection between the threat below 
and the potential victims above 
(and to convince us that all we 
have seen really did take place in 
the city so effectively portrayed in 
the prologue, not just in some 
nifty studio sound stages) serves 
only to remind us of how weak 
threat of the bugs ultimately was. 
I*m sure budgetary restrictions 
were a big reason for this ap¬ 
proach, certainly not lack of talent 
on the part of writer-director Del 
Toro, who managed to make the 
transition to Hollywood filmmak¬ 
ing while retaining much of the 
style that distinguished his 1994 
debut CRONOS. Still. I can’t help 
wishing that, as in the classic ‘50s 
bug movie THEM. Del Toro had 
wiped out his hexapod menace 
with a real battle, instead of letting 
the swarm of bugs be nipped in 
the bud. 
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FILM RATINGS 
• ••• Must see 

••• Excellent 

•• (itXHl 

• Mediocre 

Fodder for MST-3K 

The Game 
llfrrclor; I)«vi4 harber, Writer*: Juba Hrjiudhi 
A Miihid tmk I2M min*, K. With: 
Mit'hirl Pn«fjni, S#an Penn, Dfbofti Km t'oRer, 
Jamr* Kibhiri, Prtcr Ihtmi. \rmin MwMw SHfcl 

Many critics dismissed this follow¬ 
up effort by director David Fincher 
(apparently they were still mad about 
the way he scared them silly with 
SEVEN), which was scripted by the 
writers of THE NET. However. Finch¬ 
er's handling of the material is damn 
near perfect—and not just the visual 
set-pieces; even simple dialogue 
scenes are crafted for maximum ef¬ 
fect The twists and turns of this story, 
coupled with the way vital information 
is withheld from the audience, leads 
inevitably to a feeling that the whole 
plot has been constructed not as an in¬ 
volving drama but as an arbitrary puz¬ 
zle to fool viewers—which the film¬ 
makers can end any way they like, be¬ 
cause they’ve never tipped their hands as to how 
much of what we’re seeing is “real." However, the 
brilliance of the execution ultimately overwhelms 
this reservation, resulting in an engaging, fascinating 

film 
Douglas plays Nicholas Van Orton (a variation on 

Gordon Gecko from WALL STREET), a ruthless in¬ 
vestment banker who is so rich and so emotionally 
cut off that you just know he’s going to get a comeup¬ 
pance. This occurs when his brother (Penn) gives him 
an invitation to The Game, a mysterious sort of enter¬ 
tainment service. Once signed up. Van Orton’s rigid 
lifestyle is disrupted by a series of escalating pranks 
that eventually (seem to?) threaten his life and for¬ 
tune. The question is whether The Game is really 
malevolent (and if so, why), or is it all contrived to 
shake Van Orton out of his emotional isolation. The 
result is a film that makes a kind of statement about 
the contrivance and plot manipulation of other films 
(in this case the contrivance is justified because it’s 
manipulated by a superpowerful organization), em¬ 
phasizing how apparently "chance events” in movie 
plots are carefully organized by screenwriters to help 
the hero win in the end. • • • Steve Riodnmski 

Andrew Divoff stars as the devious Djinn in 
WISHMASTER. directed by Robert Kurtzman. 

Jeanne Tripplehorn (right, with Bara Sukowa) goes from mega-budget studio 
production of WATERWORLD to low-budget art-horror effort OFFICE KILLER. 

Office iuller 
Director: < indt Stwnnia. Wfitm: Elbe MiiAdim it Tom Kulfn, from 

m *trrru *lor> h> ShrrnmB A Mar Ydim; ■ddilmtiri dialitgur by Itidd 

Ha* nr*. Strand Good har. ScrrcsnS at Toronto Him fr*ti*«l. 9 97. *1 

mins. With: t and Kaor. Molly King* aid, Jeanne Inpjilf hum. 

As horror films become progressively gorier and 
laden with special effects, it takes a lot to scare peo¬ 
ple. So many filmmakers in this genre have chosen to 
pull back on the gore and to add more black comedy 
to the mix. Though this is her directorial debut, Cindy 
Sherman is well-known for her still photography, 
which always displayed a cinematic quality. Humo r 
is also a big part of her work, and this is in evidence 
in OFFICE KILLER Carol Kane plays a repressed, 
frumpy workhorse in a faceless corporate firm, who is 
even stranger than she appears. When the company 
transfers her to part-time after lb years of faithful ser¬ 
vice, Kane's character, Dorinc Douglas, snaps and be¬ 
gins a little "downsizing” of her own. She murders 
co-workers and threatens blackmail to others, yet no 
one except slutty Kim (played by Molly Ringwald) 
suspects. Dorinc takes care of her aging mother, but 
her father died years ago in a car crash. Her relation¬ 
ship with him had been scarred by sexual abuse, and 
the anger she had suppressed explodes into a murder 
spree. Donne then assembles the rotting corpses 
around her to become the party she never had. 

In addition to fine performances from Kune and 
Ringwald, there are a number of lesser, one-dimen¬ 
sional characters in the office, who are killed off early 
in the film. With them out of the way. the rest of the 
film becomes a tour-de-force for Kane. Ringwald and 
Jeanne Tripplehorn. who plays Nora, a woman em¬ 
bezzling funds from the company. These three basi¬ 
cally carry the rest of the film. Though there is at 
times a lack of depth to the interactions of the co- 
workers, this is true of many real life corporate jobs. 

Sherman didn't obsess on camera tricks or preten¬ 
tious artsy cinematography which would have been 
obtrusive and distracting from the performances, 
which are the strong points of OFFICE KILLER. De¬ 
spite a few obligatory scenes of gore and bloodshed, 
this is not your typical slasher flick. When the vio¬ 
lence does occur, much of it is out of the frame, but 
Carol Kane is alternately funny and disturbing as she 
makes the rounds. 

This is not so much an art film as a black comedy 
about serial killers in the 1990s, with enough horror 
touches to please all hut the most diligent gore 
hounds. • • Paul Wiirdrl 

WISHMASTER 
Dfrtflfir:Hubert KurUmiD Writer: Prtcr YilUftt. 

litr 9/97. 90 min*. IL With: timim I iw, Aa- 
drrw IH*nfT, Hubert I Inna* Tndd. Kan* Dod¬ 

der. Hnusr Hanimtrr 

A potentially interesting premise is 
wasted on a gore flick so intent on pil¬ 
ing on the special effects that it never 
bothers to generate any suspense. The 
basic idea, that the Djinn (Andrew' Di¬ 
voff) has absolute power but can only 
use it in the service of granting wishes, 
is pretty good. The question then be¬ 
comes: How can he twist the wish to 
serve his own ends* and how* can Alex 
(Tammy Lauren 1 outwit his attempt to 
do this? Unfortunately, the idea is not 
worked out very well: most of the 
Djinn’s tricks are either obvious clich¬ 
es (wish for a million dollars and your 
mother dies in a plane crash, leaving 
you the insurance) or barely relevant 
(when Alex wishes to leam more about 
her enemy, she ends up trapped inside 
his magic opal; his explanation for 
how this fulfills her w ish is laughably 
inadequate—basically, it amounts to, 
“Well* your wish didn't specifically 
tell me not to trap you inside the 
opal”). The result is that what could 
have been a clever game of wits turns 
into an excuse for a series of barely 

connected effects set pieces. Too had it never oc¬ 
curred to the filmmakers to have the Djinn opposed 
by a lawyer accustomed to the wording of fine print 
in legal contracts, (an idea used to good comic effect 
on SATURDAY NIGHT LIVE years ago). Bottom 
line: this idea was put to belter use in a clever seg¬ 
ment of the revived TWILIGHT ZONE* “Eye of 
Newton,” •Jay Stevenson 

Direct-to-Video 

The Prophecy ii: Ashtown 
[lircrlor: fire* SpvMrr. Writer: Spurt A Maiihr* Gr«ib#rj, 11*- 
mriuiun Video, Kuraa \htm tbrnw Vide*. With: Chri*toj»b*r Walken, Jen- 

alter Hrah. Krir Roberta, Ruttrll W««je. 

PROPHECY 11 is a horror-fantasy piece which 
paints a different picture than usual of Heaven and 
Earth, with an ultimate message that, unfortunately, 
doesn't become clear until Ihe very end. 

The film unfolds in a post-apocalyptic Los Ange¬ 
les, where a new breed of angels reside. (Except for 
one brief scene in a church—using silhouettes—the 
traditional heavenly trappings are conspicuously ab¬ 
sent.) The plot revolves around two angels who are 
cast out of heaven: Russell Wong plays Daniel, who 
has come to fulfill the prophecy (which requires him 
to impregnate Jennifer Heals); and Christopher 
Walken is Gabriel, who intends to stop him—by any 
means necessary. (Walken was kicked out of heaven 
for annoying Michael (Eric Roberts], leader of the an¬ 
gels.) 

While the movie gets off to a slow start, it soon 
picks up in intensity; with a rising hody count and 
enough action to keep you glued to your seat. Walken 
steals the show as Gabriel, the “lake-no-prisonets” 
angel who is not above using anything, or anybody, to 
get what he wants. He also gets some of the funniest 
lines in the picture. (As he says at one point, “Have 
you ever been to heaven? It’s paradise,”) Wong and 
Beals make a good leading couple, and Roberts (in a 
relatively minor role) is adequate as someone trying 
usher in a new order in Heaven. 

Direction by Greg Spence is good; the special ef¬ 
fect’s arc fun, and the score is excellent. PROPHECY 
II has everything an audience would want, except 
maybe characters which were better defined and a 
plot that was clearer earlier on. (The original film 
(1995J is recommended viewing before you watch 
this one.) • • Sue Lemberg 
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ART HOUSE FRINGE FILMMAKERS 
By Dan Persons Overturning illusions of normality. 

MONDO PLYMPTON, a touring retrospective of Bill 
Plympton's work, contains all ©I the animator's short 
subjects, plus commercials and clips from features. 

The filmmakers below like to play the 
fringe, reveling in our secret kinks, overturn¬ 
ing the illusion of normality by steadfastly ex¬ 
posing the perversities of the modern life. 
That's why I'd like you to put aside that copy 
of Femme Fatales for a couple minutes and 
check this out: The primary power of Czech 
surrealist Jan Svankmajer is his ability to 
poke where it hurls and not have the audience 
look away. In CONSPIRATORS OF PLEA¬ 
SURE (Zeitgeist, 9/97. S3 mins.), he takes on 
fetishism, and it’s not the liberating fetishism 
of ROCKY HORROR or THE PILLOW 
BOOK. This is fetishism as it all too often re¬ 
ally is: the secret vice that one is helpless be¬ 
fore. the arcane fixation that can only be in¬ 
dulged in in privacy. The characters of CON¬ 
SPIRATORS OF PLEASURE never speak to 
each other, are barely aware of each other's 
existence; yet their near-ritualistic indul¬ 
gences unite them in ways that only we in the 
audience can recognize. 

In his previous film. FAUST, it was clear 
Svankmajer was trying too hard—trying to 
meld all the techniques he’s famous for (the 
pixilation and stop-motion animation and 
found-object puppetry) into one narrative, 
while still casting the text of the classic play 
against politics in fall-of-the-Iron-Curtain 
Czechoslovakia. He's more confident in 
CONSPIRATORS OF PLEASURE and more 
selective in his deployment of technology. 
Animation turns up only in the central sec¬ 
tion. as two neighbors enact elaborate rituals 
against suddcnly-sentienl effigies of each oth¬ 
er; puppetry comes into play in a complex, 
onanistic robot that a newsdealer builds 
around the video image of a dispassionate 
newscaster (what .v/i<* does with a pair of fish, 
and how that ties in with a postmistress’ bizarre 
practices with bread I won’t even begin to ex¬ 
plain). Not a word of dialogue is spoken in the 
film, which—as in Svankmajer’s short films— 
serves to universalize the characters, even as 
each feels his/her own isolation. Working at top 
form, Svankmajer captures the foolish despera¬ 
tion of these people, their blind attachment to 
the notion that their fetishes separate them from 
their peers. It’s comedy that's almost painful in 
its candidness, and further proof that, some 
thirty-plus years after his debut. Jan Svankma¬ 
jer remains one of filmdom’s premiere fanta¬ 
sists. 

Animator Bill Plympton has heard the Voice 
of Authority, and he isn’t buying it. He sees 
through the proclamations too well, sees through 
the pretense of infallibility to a core dishonesty. 
In short films like HOW TO KISS and THE 
WISEMAN, a voice drones on in soothing coun¬ 
terpoint to visuals that exaggerate and mock the 
very words being uttered: if they extol the subtle 
pleasures of the French kiss, those on-screen 
tongues will somehow manage to probe way be¬ 
low the bcltline; if they drop koans that the be¬ 
speak wisdom but actually make no sense at all. 

cowboy hats and bowlers will materialize incon¬ 
gruously on the guru's head. Even when the 
voice is implicit—presenting itself as the aura of 
normalcy that the protagonist of the dialogue- 
free ONE OF THOSE DAYS tries desperately to 
attain, with spectacularly disastrous results— 
Plympton makes its presence felt and under¬ 
stood. He’s working his own revolution, here— 
antic, maybe, but no less incisive. 

MONDO PLYMPTON (Bill Plympton, 
8/97.80 mins) is a touring retrospect of Plymp¬ 
ton ’s work to dale: all of the short films, clips 
from his previous and upcoming features, plus 
goodies such as a tongue-in-cheek, animated 
bio and some commercials that were banned 
from the air for—of all things—excessive vio¬ 
lence. It’s like an extended visit from an old 
friend, one who reminds us of all the things 
we’ve loved about him (the now-classic YOUR 
FACE and 25 WAYS TO QUIT SMOKING, 
plus the aforementioned, brutally funny ONE 
OF THOSE DAYS) and reveals sides that we 
only imagined existed (the caustic Reagonom- 
ics satire BOOMTOWN. wherein stream-of- 
capitalisl dialogue by Jules Feiffer affords 
Plympton his animation debut, and makes one 
wish the animator would team up with play¬ 
wrights—and fellow cartoonists—more often). 

It also reveals a few short-fallings: for in¬ 
stance. Plympton’s hand-made style (he 
draws every frame himself) leads to a 
plainness of background that can wear thin 
after a while. Plympton has. in fact, yet to 
fully succeed in working his unique vision 
into a long-format project. MONDO 
PLYMPTON may mirror that inability, yet 
you’d be a fool to miss it. It isn’t often you 
get this much gold in one place at one 
time. 

I didn’t swallow BOX OF MOON¬ 
LIGHT (Trimark. 8/97. 1(17 minutes. R) 
for a second. This is one of those films 
where a weary, stick-up-the-butt business¬ 
man (John Turturro) has his outlook over¬ 
turned by the attentions of a personified 
spirit of the life-force, in this case a buck¬ 
skin-clad. forest-dwelling, lawn-gnome 
stealing man-child named Bucky (Sam 
Rockwell). This sort of thing has been 
done to death since the ’30s and. quite 
frankly. I’d rather see Cary Grant and 
Katherine Hepburn work the room under 
the tutelage of Howard Hawks than this 
rote, predictable knock-off. While director 
Tom DiCillo manages a few, interestingly 
surreal details—the use of reversed film to 
symbolize the onset of Turturro’s crisis-of- 
failh; the presentation of an entire town 
that swears it sees the face of Jesus in a 
hamburger billboard where neither the 
protagonists nor the audience can sec any¬ 
thing at all—the proceedings are essential¬ 
ly so off-the-rack that the only entertain¬ 
ment to be derived from watching them is 
in guessing which incidental detail will 

show up as an ironic metaphor later on (I’m 
proud to say I caught "Circle Rent-a-Car’’ right 
off). 

Worse is the essential dishonesty of DiCil- 
lo’s presentation. Although Turturro is sup¬ 
posed to be liberated by his encounters with the 
inhabitants of Drip Rock, the director can bare¬ 
ly conceal his fear and, at times, outright revul¬ 
sion of these deep-south caricatures. (One now 
realizes that what saved the broad portrayals in 
DiCillo’s previous effort, the behind-the-scenes 
movie-shoot comedy LIVING IN OBLIVION, 
was the double blessing of a dream-within-a- 
dream plot structure and the fact that, well, 
most film crews are close to caricatures, any¬ 
way). More damning, while it’s clear this story 
is about Sam Rockwell’s gradual courtship of 
Turturro (Rockwell, to his credit, manages to 
make his role an appealing presence without 
completely dissolving into a molten pool of 
wistfulness), it turns out DiCillo can only ap¬ 
proach the subject indirectly, through coy. skin- 
ny-dipping sequences and—in a pseudo- 
Freudian moment that borders on the offen¬ 
sive—by having the men simultaneously bed 
two sisters (Catherine Keener and Lisa Blount). 
Next time. Tom. just have the guys kiss and get 
it over with. 
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NOSTALGIA 
By Patricia Moir 

THE PRESIDENT'S ANALYST 
'60s spy spoof is more timely than ever. 

There may have been a time 
when superspy hero James Bond 
could be taken, if not seriously, 
then at least with a willing suspen¬ 
sion of disbelief. The recent releas¬ 
es of the reflexive, revisionist 
GOLDENEYE and the parodic 
AUSTIN POWERS clearly 
demonstrate that the current posl- 
Cold War generation of moviego¬ 
ers is too savvy and cynical to buy 
into the romanticized. Playboy im¬ 
age of the swinging secret agent. 
We should be wary, however, of 
congratulating ourselves on the so¬ 
phistication of our hindsight. Cur¬ 
rent spoofs based on the spy films 
of the ‘60s may be amusing, but 
they tend to obscure the fact that 
parodies of the genre have been 
around almost since its inception. 
The generation that produced and 
watched the original Bond films 
was also one of the most politi¬ 
cized in American history, and the 
spy satires of the late ‘60s and ear¬ 
ly ‘70s give evidence that film au¬ 
diences of the time were complete¬ 
ly aware of the foolishness of Ian 
Fleming's adolescent fantasies. 
MATT HELM, OUR MAN 
FLINT, and GET SMART were 
mercilessly critical of the assump¬ 
tions underlying the Bond movies, 
exaggerating the superspy’s sexual 
and technological prowess to 
ridiculous extremes and inviting 
audiences to laugh, rather than 
gasp, at the protagonists’ exploits. 
Of all these satires, none stands out 
with greater distinction than 

Poster art conveys the subversive 
tone of Theodore J. Flicker's 

offbeat, satirical ’60s effort. 

Long before AUSTIN POWERS, films like THE PRESIDENT S ANALYST (1967) 
were consciously undermining the patriotic assumptions of the spy genre. 

Theodore J. Flicker’s 1967 THE 
PRESIDENT'S ANALYST. More 
than a parody of the spy genre, this 
clever and ironic film takes on vir¬ 
tually every aspect of Cold War so¬ 
ciety. sparing neither establishment 
nor counterculture in its incisive 
exploration of American cultural 
mvths and social mores. 

I first saw THE PRESIDENT'S 
ANALYST as a teenager, when it 
aired in the campy, Friday late- 
night movie spot usually occupied 
by ‘50s sci-fi and trash horror. 
Flicker’s tale of the well-inten¬ 
tioned psychoanalyst, whose 
knowledge of the commander-in- 
chief s deepest secrets places him 
on the most-wanted list of the 
global espionage community, was 
w ildly funny, but it was also more 
thoughtful than most satires of its 
kind. It brought up issues rarely 
treated in American films of that 
time: the growing dominance of 
corporate institutions over govern¬ 
ment, the tendency to accept vio¬ 
lence as a necessary condition of 
everyday life, and the trend toward 
blind consumerism which ran 
counter to traditional American 
values. I was entertained, im¬ 
pressed. intrigued—and frustrated. 
The film was never rerun on local 
channels, and it was more than fif¬ 
teen years before I was able to ac¬ 
quire my own copy, when 1 had a 
friend in another city tape it for me. 

1 was a bit afraid that my mem¬ 
ories would prove to be more 
pleasing than the actual viewing, 
but I was not disappointed. THE 
PRESIDENT'S ANALYST had 
not only aged gracefully; it had ac¬ 
tually taken on an almost prophet¬ 

ic significance. Flicker’s portrayal 
of a society in the grips of what 
amounted to a national neurosis is. 
if anything, even more accurate 
thirty years later. 

The plot, briefly, is as follows: 
Dr. Sidney Schaefer (James 
Cobum), an up-and-coming young 
shrink, is chosen, after intensive 
investigation by the Central En¬ 
quires Agency (CEA), to be the 
analyst to the most stressed-out 
man in America, the President of 
the United States. However, his 
initial excitement almost immedi¬ 
ately turns to paranoia as he real¬ 
izes that he is being pursued by 
countless foreign agents eager to 
find out what the President has 
been worrying about. Seeking 
safety, he attaches himself to a 
typical suburban family by con¬ 
cocting a story about White House 
opinion polls, but the plan back¬ 
fires when the son, a junior James 
Bond with virtually no ethics, 
turns the family's guest in to the 
Federal Board of Regulations 
(FBR). Schaefer narrowly escapes 
and hides out with a travelling 
acid-rock band (fronted by real- 
life protest singer Barry McGuire), 
managing to achieve a temporary 
peace by "dropping out" and liv¬ 
ing the life of a ‘60s flower child. 

Meanwhile, the spies, includ¬ 
ing CEA agent Masters (Godfrey 
Cambridge) and his friendly Sovi¬ 
et counterpart, Kropotkin (Severn 
Darden), are hot on the trail. When 
Schaefer is abducted by the Cana¬ 
dian Secret Service and then by 
the FBR. Kropotkin steps in to 
save the day. It is at this point that 
the film veers off into fantastic 

realms. Schaefer convinces the 
Russian that he needs the services 
of an analyst more than a KGB 
promotion, and convinces him to 
offer his protection. Masters is 
called in to assist, but before these 
two lovable, neurotic spies can 
save their shrink from the hostile 
forces which surround them, he is 
kidnapped once again, this time by 
TPC—The Phone Company— 
which has a Bondian plan for 
world domination involving the 
implantation of personal commu¬ 
nication devices in each citizen's 
brain at birth. AH turns out well in 
the end, with faceless, corporate 
America subdued and Schaefer 
and his pals (including his CEA 
girlfriend) restored to their former 
positions in Washington and 
Moscow. But the film ends on a 
disturbingly creepy note. Ulti¬ 
mately. we are left with no real 
resolution, for the good guys are 
firmly entrenched in the very sys¬ 
tem that threatens them, and the 
powers of evil remain irrevocably 
woven into the very fabric of 
American life. 

Flicker's genius lies in his abil¬ 
ity to sec all sides of the issues fac¬ 
ing the American public. He is 
aware that "dropping out" is no 
more a solution than “buying in," 
that violence is not only a threat 
but a necessary means of defense. 
His protagonists are finally able to 
achieve an uneasy equilibrium by 
taking a warily subversive position 
within the establishment, but they 
must remain constantly on guard, 
using the security and surveillance 
skills of their enemies even as they 
are monitored by those in higher 
positions. Flicker's world is one in 
which paranoia is not a delusion 
but an entirely appropriate and 
healthy response to reality. 

This is not to say that THE 
PRESIDENT’S ANALYST in any 
way condones the realistic ills of 
society and world government. 
Lest we forget that his satire is 
grounded in truth. Flicker takes 
care to make us painfully aware of 
the horrors of living in a paranoid 
and violent world, punctuating his 
fantastic, comic plot with mo¬ 
ments of remarkable realism. For 
example, Schaefer’s relatively 
sane and civilized conversation 
with his Canadian captors is inter¬ 
rupted by the appearance of the 
FBR, whose murder of their rival 
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James Coburn and Joan Delaney In 
THE PRESIDENT’S ANALYST. 

agents is so sudden, ugly, and 
brutal in the otherwise humorous 
context that the viewer’s senses 
are left reeling. Throughout the 
following scene (an Abbott-and- 
Costello-like bickering dispute 
between the FBR agents who 
can't decide who should fetch 
more ammunition to finish off 
their prisoner), we are not so 
much amused by the clever dia¬ 
logue as horrified by the trivial- 
ization of the extreme violence 
which immediately preceded it. 
Similarly, we arc repeatedly 
shocked by the willingness of rel¬ 
atively benign characters to ex¬ 
plode into uncharacteristically vi¬ 
olent behavior whenever it can be 
justified. The casual way in which 
guns are handed about (and final¬ 
ly used) by average citizens blurs 
the line which divides civilians 
from professional killers. Flicker 
seems to suggest that it is impos¬ 
sible to remain neutral and still 
survive in what the world has be¬ 
come. 

While THE PRESIDENT’S 
ANALYST is unquestionably a 
product of its troubled and some¬ 
what revolutionary times, it raises 
important questions for audiences 
of the ‘90s. The approach of the 
millennium has brought us to the 
brink of that which Flicker foresaw 
thirty years ago. Substitute Mi¬ 
crosoft for TPC, and JFK conspira¬ 
tors for CEA spies, and you have a 
pretty accurate picture of the popu¬ 
lar tone of our own times, in which 
the cult of paranoia has become a 
prevailing force defining our views 
of social and political order. 

THE PRESIDENT S ANA¬ 
LYST is available now in a home 
video version which contains some 
extra moments not found in the 
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In this age of instant access 
to almost every film ever made 
on some form of home enter¬ 
tainment medium (video, laser. 
DVD), more and more self- 
proclaimed movie experts are 
crawling up out of the mire, 
waving their moldy pedigrees 
and seeking out their natural 
prey: a publishing contract. If 
you think I'm exaggerating, 
then 1 submit the following 
volumes as evidence that we 
are in fact being inundated by 
the opinions of people with too 
much free time on their hands. 

Creature Features: The 
Science Fiction. Fantasy, and 
Horror Movie Guide (Boule¬ 
vard Books. New York. 1997, 
582 pages $7.99) is the revised 
and mainstreamed version of 
John Stanley's trade paper¬ 
back, The Creature Features 
Movie Guide (1981). Stanley 
does possess impressive cre¬ 
dentials (thirty years as an en¬ 
tertainment writer for the San 
Francisco Chronicle and host 
of the Bay Area’s CREATURE 
FEATURES movie program 
from 1979 to 1985), and he has 
personally viewed each of the over 
4.000 films in the book. Unfortu¬ 
nately. in the transition to mass- 
market edition, a lot of charm has 
been sacrificed. Previous revised 
versions had quirky titles (e.g.. Re¬ 
venge of the Creature Features 
Movie Guide) and were illustrated 
with movie stills and genre-in¬ 
spired drawings by Kenn Davis 
(who also provided the amusing 
cover paintings). All these are 
missing from this fifth edition, as 
well as reviews of “older titles, ob¬ 
scure and/or lost movies" that 
made way for 500 new titles. Part 
of the appeal of the Creature Fea¬ 
tures books, however, was finding 
entries for rare, half-remembered 
films of our misspent youths. Still. 
Stanley has an amiable reviewing 
style and an obvious respect for 
the genre. The films arc rated from 
one to five stars (a new feature of 
the guide), and there is a list of 
video and laserdisc sources for 
collectors. Unfortunately, the book 
is littered with spelling errors (Ir¬ 
win “Alley," “Reginalf” Nalder, 
etc). With so many other genre 
guides spewing opinions about the 
same films, perhaps the best rec¬ 
ommendation for the latest Crea- 

The various editions of John Stanley's 
Creature Feature film guides have been 

condensed into one convenient paperback 
pocket book, minus the illustrations. 

lure Features is its new mass-mar¬ 
ket format, making it portable for 
those trips to the video store. 

Visible Ink Press of Detroit has 
taken the “video guide by commit¬ 
tee" idea to the extreme with their 
VideoHoumt's Golden Movie Re¬ 
triever series. These gigantic trade 
paperback collections of reviews 
are notable for their mammoth 
size, as well as their handy indexes 
for casts, directors, film retitlings. 
and other categories. Not content 
with putting out just the one annu¬ 
al edition (weighing as much as 
the average New York City Yel¬ 
low Pages), the Videollound team 
have compiled three genre guides: 

VideoHound 's Sci-Fi Experi¬ 
ence: Your Quantum Guide to the 
Video Universe (1996, 445 pages, 
illustrated. $17.95) takes the usual 
Videollound style (light, breezy, a 
forced sense of “hip") to 1,200 
films and gives the material a styl¬ 
ish presentation, with stills and 
snippets of dialogue. The approach 
is highly similar to The Psy- 
chotronic Encyclopedia of Film. 
There are informative sidebars on 
everything from Ray Harryhausen 
to Godzilla—a device that appears 
lifted from The Phantom s Ulti¬ 
mate Video Guide. The book con¬ 

tains indexes of useful facts, 
but the video and laserdisc dis¬ 
tributor information is often 
outdated or incorrect, and 
many of the reviews are almost 
verbatim reprints of those in 
Golden Movie Retriever. 

Videollound \v Complete 
Guide to Cult Flicks and Trash 
Pics (1996, 439 pages, $16.95) 
is best described as "The Even 
More Blatant Rip-Off of Psy- 
chotronic Video Guide” How¬ 
ever, with only 1,100 titles re¬ 
viewed. it isn’t nearly as “com¬ 
plete" as it wants us to believe. 
The critiques have been re¬ 
vised for cult fans, so PLAN 9 
FROM OUTER SPACE, 
which received a denigrating 
“Woof!" in Golden Movie Re¬ 
triever. now carries the "four 
bones" highest recommenda¬ 
tion. The usual beloved drcck 
(Andy Milligan. Troma, etc) is 
included, as well as more ob¬ 
scure directors like Jorg 
Buttgereit (NEKROMAN- 
TIK); however, recent cult 
“discoveries" like Coffin Joe 
(Jose Mojica Marins) are ab¬ 

sent. and space is taken up by 
mainstream efforts like STAR 
WARS and STAR TREK that are 
already covered in Sci-Fi Experi¬ 
ence. Again, a lot of video and 
laserdisc distributor information is 
off in the indexes. Cult Flicks is a 
serviceable guide at best, and the 
“damn, we’re too cool" review 
style wears think pretty quickly. 

Finally, we have VideoHound's 
Vampires on Video (1997, 335 
pages. $17.95), “compiled in co¬ 
operation with J. Gordon Melton” 
—which is a follow-up to 
Melton’s The Vampire Rook: The 
Encyclopedia of the Undead (Visi¬ 
ble Ink. 1994). Melton, supposedly 
a “recognized authorities on vam¬ 
pires," reminds me of comedian 
Professor Irwin Corey: like Corey, 
if Melton doesn’t really know 
something, he concocts an out¬ 
landish tale that he brazenly pre¬ 
sents as fact! In Vampires on 
Video. Professor Corey—I mean. 
Dr. Melton—botches his very first 
entry, claiming that ABBOTT & 
COSTELLO MEET FRANKEN¬ 
STEIN (1948) portrayed “the 
death of Dracula...consumed by 
the first rays of the rising sun." 
Excuse me: the Wolf Man (Lon 
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LASERBLAST 
By Dennis Fischer 

COLOSSUS/SILENT RUNNING 
Recent releases of classic science-fiction and horror 

Among the many classics released on laserdisc within the past months, a standout 
is the double bill of COLOSSUS: THE FORBtN PROJECT and SILENT RUNNING. 

Recent months have been 
particularly good for laser 
devotees of Hammer and sci¬ 
ence fiction films. Elite Enter¬ 
tainment has recently picked 
up the rights to distribute 
laserdisc releases of the Ham¬ 
mer films previously released 
by 20th Century-Fox. These ti¬ 
tles include some of Hammer's 
best (THE DEVIL HIDES 
OUT; OUATERMASS AND 
THE PIT; VAMPIRE CIR¬ 
CUS) and worst (THE LOST 
CONTINENT; THE VIKING 
QUEEN; THE VENGEANCE 
OF SHE) films. 

Elite's premiere release in 
this series is a deluxe 
widescreen edition of DRAC¬ 
ULA—PRINCE OF DARK¬ 
NESS, Christopher Lee's 1965 
return to the part of Dracula. 
after HORROR OF DRACU¬ 
LA (1958). The script by Jim¬ 
my Sangster (under the pseu¬ 
donym of John Sansom) pro¬ 
vides no dialogue for Dracula 
(Lee has claimed he refused to 
speak, preferring to play Drac¬ 
ula as silently fearsome and 
feral.) For the first time in a 
Hammer picture, a Renfield 
type character is introduced, 
amusingly played by Thorley Wal¬ 
ters, ami in the picture’s most 
powerful scene, Dracula forces Di¬ 
ana (Suzan Farmer) to drink from 
his chest to initiate her into vam¬ 
pirism (another concept that re¬ 
turns to Stoker’s original novel). 
Andrew Keir’s Father Sandor is a 
somewhat secular cleric who as¬ 
sumes the Van Helsing role in the 
absence of Peter Cushing and does 
a more than adequate job. 

DRACULA—PRINCE OF 
DARKNESS was shot in a wide¬ 
screen aspect ratio, unlike its pre¬ 
decessor. the climax to which is 
reprised at the beginning, necessi¬ 
tating that the edges of the screen 
become fogged. Unfortunately, 
this reprise sets a standard and 
pace that the rest of the film can¬ 
not match, though the film benefits 
from Terence Fisher's careful di¬ 
rection and Bernard Robinson's 
elegant set designs, putting it 
ahead most of Hammer’s subse¬ 
quent Dracula films. 

The film’s narrative develops 
relatively slowly, establishing a 
pair of English couples, Charles 
(Francis Matthews) and Diana. 

and Alan (Charles Tingwell) and 
Helen (Barbara Shelley), who 
come to Dracula’s castle where a 
sinister servant. Klove (Philip 
Latham), ends up sacrificing Alan 
and using his blood to revive his 
master. Thus Dracula is not intro¬ 
duced until the story is half over. 

Amusingly, this does not pre¬ 
vent Christopher Lee from domi¬ 
nating the commentary track— 
which, thanks to the auspices of 
Hammer devotee Ted Newsome, 
re-teams Lee with Farmer, Shelley 
and Matthews. Shelley reveals that 
Farmer did all the screaming for 
her in the film. Lee complains 
about the difficulties of scamper¬ 
ing about in his bloodshot contact 
lenses. Apart from Farmer, none 
of the participants had seen in the 
film in quite some time, and they 
revel in spotting old colleagues or 
familiar pieces of scenery. This 
gives the commentary a very 
friendly, beguiling atmosphere, 
though it does not always produce 
the most insightful reflections 
from the participants. 

The print used is sharp and 
clear, an original 35mm interposi¬ 

tive from 20th Century-Fox, but 
the colors do seem muted and 
could have been punched up in the 
transfer. The sound is so sharp that 
one can hear a door slam in the 
background from the original 
recording session of James 
Bernard’s score. As a welcome 
bonus, home movie footage by 
Francis Matthews’ brother, which 
originally appeared in Newsome’s 
documentary on Hammer, is in¬ 
cluded. with the commentary par¬ 
ticipants joyfully identifying the 
various behind-the-scenes people. 
The disc also includes the film's 
theatrical trailer and its combo 
trailer with its co-feature 
PLAGUE OF THE ZOMBIES. 

PLAGUE OF THE ZOMBIES 
has also been released by Elite in 
its proper 1.85 aspect ratio. Both 
transfers have been produced by 
William Lustig (director of MA¬ 
NIAC COP). While it is nice to see 
PLAGUE looking the best that it 
has in years, mysteriously, the pre¬ 
credit sequence on this print has 
been placed after the credits. Addi¬ 
tionally, the "day-for-night" mate¬ 
rial in the film is too light, making 

creepy night scenes look like 
daylight. Still overall, the print 
is sharp and clear, though there 
are some scratches apparent 
during the opening credits. 

John Gilling’s Cornish hor¬ 
ror film does feature a few very 
memorable moments of im¬ 
agery, notably the voodoo 
priests in their unkempt masks, 
the shots of a zombie carrying 
a woman by a tin mine, as well 
as a dream sequence of zom¬ 
bies reviving in their graves. 
However, it was soon eclipsed 
by the more energetic zombie 
film of George Romero and 
others, leaving it of interest pri¬ 
marily to Hammer fans. 

Andre Morcll makes a bet¬ 
ter than average Hammer hero 
as Sir James Forbes, a doctor 
summoned by his former stu¬ 
dent to a Cornish village, 
where a mysterious disease 
seems to be decimating the lo¬ 
cal population. It appears than 
an aristocratic squire (John 
Carson) is bleeding the life out 
of the town by exploiting the 
local population both before 
and after death. (He uses zom¬ 
bies to work his presumably 
shut tin mines). Unfortunately, 

not much is made of this theme, 
and the film is structured as a mys¬ 
tery that the title does much to 
give aw'ay. Decide for yourself if it 
deserves its designation as one of a 
"Cornwall classic," 

Additionally. MGM/UA has 
decide to release a couple of Ham¬ 
mer films to which they have the 
rights. First to THE QUATER- 
M ASS XPERIMENT (original 
American title: THE CREEPING 
UNKNOWN), which is found on 
the boxed set UNITED ARTISTS 
SCI-FI MATINEE VOLUME 2. 
Some knowledgeable person elect¬ 
ed to present a British print which 
runs 3 minutes longer than the 
American version. The film repre¬ 
sents Hammer’s first foray into 
horror filmmaking and remains 
one of the more intelligent science 
fiction efforts of the ’50s. Brian 
Donlevy stars as the extremely dri¬ 
ven scientist Bernard Quatermass, 
who oversees the pioneering ef¬ 
forts of British space exploration. 
Unfortunately, their first manned 
rocket has crashed, and only one 
of the three astronauts, Caroon 
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Abandon All Hope, Ye Who 
Enter Here 

Event Horizon 
A Paramount release Produced by Lawrence Gor¬ 
don, Uoyd Levin. Jeremy Bolt Directed by Paul An 
derson Written by Philip Eisner Cinematography 
(widescreen) Adnan BrtJdle Editor Martin Hunter 
Mush: Michael Kamen Production design Joseph 
Bennett Costume design John Mollo Visual et 
feds supervisor Richard Yuncich Digrtal effects 
the Computer Film Co 0/97 97 mms R 
Miller..,..,.Lawrence Ftshbume 
Weir...Sam Neill 
Peters .... Kathleen Qumlan 
Start...... Joely Richardson 
Cooper ...,.. Richard T Jones 
Justin.......Jack Noseworthy 
Smith........ Sean Pertwee 

by Steve Biodrowski 

Here is a major stadia film, 
with a substantial budget for high- 
quality production value, that 
somehow manages to look little 
better than low-budget Roger C'or- 
man productions like BATTLE 
BEYOND THE STARS. 

Part of the problem rests with 
the current obsession with coputer- 
gcncratcd imagery. The anti-gravi¬ 
ty effects achieved with this tech¬ 
nique may be eye-catching, but 
they are never convincing. They 
are too glossy and shimmery. like 
a hyper-real cartoon; they might 
work in a fantasy or surreal con¬ 

text, but in this supposedly high- 
tech science-fiction environment, 
they arc out of place. 

An even bigger part of the 
problem rests with an overall lack 
of vision. Director Paul Anderson 
shoots things to look cool, and he 
even sometimes achieves this, but 
he has no grasp on how to modu¬ 
late the visuals to carry the audi¬ 
ence gradually into the deepining 
nightmare of the plot and the in¬ 
creasingly dire straits of the char¬ 
acters. His work is functionally 
competent, in terms of getting the 
camera coverage to to tell the sto¬ 
ry, hut he is unable to elevate a sto¬ 
ry that was barely worth telling. 

The script posits the notion that 
the lost ship Event Horizon may 
have gone to Hell and back while 
making a faster-than-light jump in¬ 
to hyper space. Apparently, it 
brought back some of the Evil with 
it, or at least some kind of mali¬ 
cious alien intelligence inhabiting 
the ship as a whole. But that's 
about as far as it gets in exploring 
the premise, which turns out to be 
just a lip-service explanation to 
justify killing off most of the crew 

Justin (Jack Noseworthy) moves toward a confrontation with the evil force 
Inhabiting the EVENT HORIZON—a film that is all buildup and no payoff. 

of the Lewis anti Clark rescue ship. 
Also suggested is the idea that 

the horrible visions plaguing the 
rescue crew are not supernatural 
events but hallucinations dredged 
up from the subconscious by the 
ship. This would be fine if the char¬ 
acters' inner neurosis were devel¬ 
oped with any kind of depth, hut a 
very strong cast is left playing the 
most undefined of characters— 
they're so undifferentiated that you 
almost wish the script had resorted 

to clichcd stereotypes just to distin¬ 
guish them from each other. 

Ultimately, the idea of astro¬ 
nauts plagued by physical mani¬ 
festations of their inner demons 
was handled belter in Corman’s 
GALAXY OF TERRORS. And 
while we’re noting similarities 
with other films, did we really 
need an amalgam of the above- 
mentioned titles, along with THE 
BLACK HOLE, SOLARIS, and 
THE SHINING? 

More Ray Harryhausen than Robert E. Howard 

Kull the Conqueror 
A Universal Release Produced by RaOirecio Di¬ 
rected try John Ntcol&lta Screen pH ay by Charles Ed¬ 
ward Pogue, based on the worlds and characters 
created by Robert E. Howard Cinematography 
(widescreen) Rodney Charier* Production design 
Benjamin Fernandez Music Joel Goldsmith Editor 
Dallas Puatf Special Effects supervisor Kit West, 
visual effects supervisor Richard Mai/ahn Makeup 
effects Giannetto de Rossi B197 95 mins PG-13. 

Kull... Kevin Sorbo 
Akrvasha  ... Tie Carrere 
Taiigaro Thomas tan Griffith 
Escalante ...Litefqot 
Zareta .. Karina Lombard 
NJuba .... Harvey Fierstem 

by Steve Biodrowski 

Rafaella DcLaurcntiis’ previous 
effort. DRAGONHEART. may not 
have been great, but at least it had a 
nifty dragon that was more enter¬ 
taining than anything on display 
here. KULL THE CONQUEROR 
is so determinedly lightweight that 
it seems to float away before our 
eyes, like a wisp of smoke that disi- 
pates, leaving no trace of its exis¬ 
tence. For all the talk of how differ¬ 
ent Kull is from Hercules, Kevin 
Sorbo's rendition of the barbarian 

isn't very barbaric; in fact, Kull is 
so nice that his tough guy attitude 
seems a mere pose. One can only 
assume that opting for a kinder, 
gentler barbarian was calculated to 
appeal to fans of his HERCULES 
TV show. The result is a film that 
has more in common with the Ray 

Harryhausen than Robert E. 
Howard—except that Harryhausen 
efforts like THE GOLDEN VOY¬ 
AGE OF SINBAI) made much bet¬ 
ter use of their visual resources to 
transport us into an entertaining 
fantasyland of the imagination. 

The script (which Charles 

Pogue rightfully disowned after un- 
credited rewrites) goes through the 
usual paces: there's an evil 
demoness, and the hero travels 
great distances to obtain a magical 
somelhing-or-olher to defeat her. 
None of this is brought to life with 
any flair: the staging by director 
Nicolclla is strictly perfunctory, and 
the “money” sets, like an ice cave, 
look like they belong on the Uni¬ 
versal Studios tour, not in a movie. 
Once again, CGI prove distinctly 
lacking: the magical flames at the 
end do not for a second seem capa¬ 
ble of actually burning anything. 

Underlying the whole film is a 
contemporary tone that undermines 
the attempt to make an epic fantasy 
set in an imaginary world of the 
past. Most of the cast is so “20th- 
century’' that the film would have 
worked better as a parody. (At least 
Tia Carrera, though her perfor¬ 
mance is only adequate, looks 
somewhat exotic.) Let's hope that 
next Howard adaptation can truly 
take us to the Hyborian Age. 

Kevin Sorbo's Kull strikes a menacing pose, but underneath he's really a nice guy. 

i 
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Not the titillating tour-de-force of temptation it should be. 

"The Swords," directed by Tony Scott, features mystical young woman 
(Amanda Ryan), whose stage show Involves being Impaled by swords. 

THE HUNGER 

THE SWORDS: 

Director: Tobj Scott, Writer Howard A, Hodman. 
Imwl on the tttin Kohrit Vikmin. With: HbIiHjbs- 

ar trflli. Vntamla k>aa. Jamir himBM. 

MENAGE ATROIS: 

Ihrrvior: Jakr Scott ttrftm: iortUB KjHL Vy \1acv>t 

farad on m iton by F. Paul WUwt. With: Kifra 
HUcL Lni liendy. Damrl tnri*. 

NECROS: 

Dim tor: Kuwli %tulirah>, Writer: Slccen Saif hunt* 

htw) on ii *ory by Hri« I umtey. With Ptiilip ( 

t rlinr Hoanirr, I cottardo C imimo 

HOST SEQUENCE: 

[Hminr: Tuny Scott, Writer: Huh aril A. Rodman, 

With: Irrracf Stamp. 

St*,* i imc. 1/T7. TV-MA- 

by Frederick C. Szebin 

In its increasing attempt to of¬ 
fer what network television cannot 
(and that. 1 must admit, accounts 
for much). Showtime unleashed 
this fevered anthology, focusing on 
stories that titillate but don’t neces¬ 
sarily entertain. 

Style is the name of this game, 
and the show offers plenty of that, 
beginning with its Host Sequences, 
eerie monologues by Terence 
Stump that set up and then con¬ 
clude the tales within. Tony Scott 
has undoubtedly seen NATURAL 
BORN KILLERS more times than 
is truly necessary—or healthy— 
because his wraparound is as 
cloudily crowded with flash-frame 
edits and camera-lunging close- 
ups as that inspiration, but to a 
blunted and. at times, annoying ef¬ 
fect. Stamp offers some genuinely 
creepy lines in these sequences, so 
all is not lost. 

“The Swords” is the first tale 

up. about an American (Getty) sent 
to England by his father to study 
the cosmetic market in the hopes 
that he will let loose his evil, drug- 
filled ways and walk in Dad’s foot¬ 
steps. What he does, as if it needs 
explaining, is find the seediest 
people, who take him to one of the 
seediest dives in London, where a 
mystical young lady (Ryan) allows 
swords to be pushed through her 
lovely frame with no wounds at 
all. A paid liaison between the two 
creates an uneasy love affair that 
leads to her membrane (which she 
explains protects her from the 
sharp ohjects) being broken in 
more ways than one: a nasty blood 
stain on Getty's bedspread offers 
the not-so-subtle metaphor for this 

membrane—and during her next 
act...(you get the idea). 

This is followed by the more ef¬ 
fective. and the most entertaining 
segment of the three-show pilot 
movie: "Menage A Trois," with 
Karen Black offering a stunning 
portrayal of a handicapped and cor¬ 
rupted old woman cared for by a 
string of agency nurses who leave 
the premises in various states of 
distress (at least one committed sui¬ 
cide), until nurse Reynolds (Heady) 
joins Black and her handyman Jerry 
(Craig). As Reynolds continues to 
care for the literally twisted old 
woman with her morphine-only 
medication schedule, a sudden and 
bizarre transformation overtakes 
the young nurse until it is real¬ 
ized by Jerry, far too late, that 
his cronish boss is psychically 
controlling the young woman to 
continue her life of debauchery, 
if only vicariously. 

This leads into “Necros,” 
the most overtly fantastic of the 
stories titled after a local folk 
tale of a dead thing that feeds 
on the living. Bill Cobb (Cas- 
noff) rebuffs the old stories, de¬ 
spite the fact that there have 
been disappearances linked to 
old Mr. Nero, wonderfully 
played by Cimino. Nero’s lady 
is supposed to be off limits, but 
there you go. Cobb discovers, 
also too late, that he has merely 
been a pawn so that the devil 
can have four for bridge. 

Shows like this must be tak¬ 
en on a variety of levels: adver- 

Leonard Cimino in "Necros," one ot three episodes In the kick-oft to 
Showtime's new series of lust and temptation, THE HUNGER. 
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tised for its adult content, THE 
HUNGER has plenty of that, with 
sex scenes ranging from sensual 
and enticing to down-right violent, 
and damned if they aren't actually 
important to the script! Really, the 
sex as shot leads us into the minds 
and twisted worlds of the people 
having it. Such scenes are rare, but 
they do happen. On that level, at 
least, THE HUNGER delivers. Al¬ 
so, its scripts, particularly the host 
sequences, are well-written and the 
individual stories are chosen from 
literary sources, always a good 
way to go. But there aren’t any real 
surprises, no sense of foreboding, 
or even a little O. Henry-ish twist 
ending to keep the separate tales 
from being mere framing devises 
for the sex sequences. And even 
then. I found myself wondering 
“How did the actors do that with¬ 
out really doing that?" 

The performances on all levels 
are excellent, the camera work su¬ 
perb. although occasionally dis¬ 
tracting. as in Tony Scott’s “The 
Swords.” Jake Scott injected some 
real energy into “Menage A Trois” 
with some intriguing Eisenslein- 
ian composition, and even a 
bizarre little picture of the mor¬ 
phine being injected down the tube 
from the plunger’s point of view! 
But all of this camera-friendly, 
thoroughly obvious filmmaking 
just doesn’t make THE HUNGER 
the tour de force it could have 
been. That would have had to have 
started with the scripts. Literary 
sources are preferred, but choose 
them for their literary quality, not 
just their sexual content. 

The best episode of the pilot film is 
"Menage a Trois," with Karen Black 

(seated). Lena Heady, and Daniel Craig 
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Detective Francisco (Pierpoint) 
undercovers a TELEFON-like 

conspiracy in THE UDARA LEGACY. 

Alien Nation: 
The Udara Legacy 
[Krrcfur: Krmirlh jotinwft- Wrilm: Ki-nrr & 
Him I iiagiirert. hi Trievlskm. 717. 2 lirv */ ™w- 
menial* Miih: i*ir% (iraham. Ffk PivrptiiBf, 
Mlihfllr jkirtbdi, Uuna Wwidliad, Nc»» Nil, Tcr- 

rt Trrti. Ia» Smith. 

Although never reaching the level 
of STAR TREK, the fan base of 
ALIEN NATION was enough to allow 
the show to continue past its single sea¬ 
son on the Fox network in 1989-90* 
Kenneth Johnson (STEEL) gave the se¬ 
ries enough style to please the sci-fi 
crowd and to touch the heart of any 
thinking audience. With the UDARA 
LEGACY, the latest ALIEN NATION 
TV-movie, Johnson continues to find 
the human in the alien and Ihe humane 
in the human. 

THE UDARA LEGACY is defi¬ 
nitely the w eakest of the lot (one hopes 
this isn’t the last word on what has 
been a generally fine series). Before 
ihe Newcomers ships crashed in Ari¬ 
zona* the Tcctonese inhabitants ran two 
resistance fronts: the accepted line of 
offense against their captors and the 
Udara* a kamikaze organization whose 
violent methods became feared by 
slave and captor alike. Their final battle 
against their overseers was to be met 
with their children; a mind-altering 
drug was injected into their eyes so that 
they could he called upon at any time 
and would have no memory of their in¬ 
doctrination or their mission. When the 
ships landed on Earth* the cause was 
over as Newcomers acclimated into so¬ 
ciety. 

Detective Francisco (Pierpoint) dis¬ 
covers not only that the feared Udara 
are being resurrected but also that his 
wife (Scarabelli) is one of them. Some¬ 
one has gotten the list of unknowing 
Udara and are activating them on the 
eve of a major election. Think of it as 
TELEFON with spots Plot points are 
clumsily introduced so that ihe picture 
can gel on to its foregone conclusion in 
a script that telegraphs more than Mar¬ 
coni ever did. What keeps the film 
from being a lolaJ disappointment is 
the cast, uniformly excellent as always, 
despite the weak script. Shim Id there 
be further adventures for Detectives 
Sikes and Francisco, a little more time 
should he taken for script development 
so there w ill he a lot less formulaic dra¬ 
matics and more of the insightful, ex¬ 
citing SF drama for which ALIEN NA¬ 
TION is known. 

• • Frederick C\ Siebin 

THE WATCHER 
By Frederick C. Szebin 

PERVERSE PLEASURES 
Cable TV lives up to its promise. 

HBO’s PERVERSIONS OF SCIENCE is better than its lurid title implies. 

For those of us who remember 
the olden days of three networks 
and PUS. this past summer was a 
little daunting with its off-season 
series dehuts daring to interrupt the 
mind-numbing comfort of reruns. 
Brash young upstarts pushed their 
way into the haze of July with sur¬ 
prising variety and varying levels 
of sustained interest. 

Former teen idol Shaun Cas¬ 
sidy followed up his sadly short¬ 
lived CBS series, AMERICAN 
GOTHIC (an excellent horror 
show that deserved better than the 
network gave it) with ROAR on 
FOX. Set in 4th Century Ireland, 
the scries details the adventures of 
handsome young Conor (Heath 
Ledger), and his three friends in 
arms: Sebastian Roche, Vera 
Farmiga. and John St. Ryan. Just 
before Christianity drove down 
their Celtic beliefs, Conor stood as 
a uniting force for his people, en¬ 
compassing their bravery, beliefs, 
and spirit in the Roar, a bellowing 
howl that meant the end for their 
enemies. 

Among such, is Diana (Lisa 
Zane, Billy's sister). Along with a 
400 year old mystic Roman soldier 
unable to die. she plans Conor's 
fall, hut the daring Druid has Right 
on his side and has thus far avoid¬ 
ed the slings and arrows of Diana's 
fighting forces. ROAR's produc¬ 
tion is a handsome one with reli¬ 
gion-tinted passion, political in¬ 
trigue. well-choreographed fight 
scenes (HLRCULES still out does 
everyone, however), and a sense of 
honor weaving through the scripts 

that is a refreshing change of the 
"hlast’cm ta hell" attitude of late. 
Old world honor is something of 
which our culture has lost sight. 
ROAR not only gives voice to that 
ancient concept but also provides 
involving entertainment just be¬ 
fore it gets too preachy. 

From the ancient past to the dis¬ 
tant future, wc look at Ralph Bak- 
shi’s SPICY CITY, the adult ani¬ 
mated series that premiered on 
HBO. Here, Bakshi is back in his 
element: cartoons for big kids that 
encompass the darker sides of the 
human psyche. SPICY CITY', inter¬ 
estingly enough, is an anthology 
with Michelle Philips as the voice 
of our guide, a saucy siren who en¬ 

tices us into her scandalous tales of 
passion, love, violence, lust, hate, 
fear—all the good stuff of drama. 
SPICY CITY is a computerized 
nightmare filled with users, losers, 
and victims of the day. 

Bakshi uses cartoons for more 
than mere laughter or illustration: 
his creations punch through the 
Envelope and shear across the 
Edge with brazen content brought 
to life with the same talent needed 
for Film Noir, New Wave, Expres¬ 
sionism or, when necessary, an 
embittered Disney-csque reso¬ 
nance. But where Disney wanted 
to charm, Bakshi wants to beat, 
and SPICY CITY has the potential 
to renew the promise that FRITZ 
I HE CAT offered in 1972. Cable 
television may finally he owning 
up to its promise of more variety 
for more audiences with program¬ 
ming such as this and PERVER¬ 
SIONS OF SCIENCE (HBO). 

Despite its racy title and even 
racier hostess (a computer-generat¬ 
ed female robot realized in the clas¬ 
sic HEAVY METAL style, who be¬ 
gins eaeh story with a twist of her 
chrome nipple). PERVERSIONS 
OF SCIENCE is not a bad show. 
Once you get past the overt, high- 
sehoolish nonsense of the host. 
PERVERSIONS lives up to its 
source material, the EC comic. 
Weird Science. With that title al¬ 
ready taken by the USA network 
(for the series based on the 1980s 
John Hughes movie), the PER¬ 
VERSIONS moniker was slapped 
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In Fox’s ROAR, Conor (Heath Ledger, center) and friends battle against a 
variety of enemies, including evil mystics and a 400-year old Roman soldier. 

on a show with more class and 
substance than the title implies, but 
that's cable—its idea of offering 
viewers something the networks 
cannot is to twist the nipple. 

But PERVERSIONS is far bet¬ 
ter than that, offering the same 
quality in scripts, performance, 
and overall undertaking given in 
TALES FROM THE CRYPT. The 
same production company has dug 
deep into EC's storehouse of 
bizarre and enticing SF to give life 
to the comic panels that changed 
pop culture forever in the 1950s. It 
is hoped that they don't overlook 
Ray Bradbury's contributions, and 
continue to keep tongue in cheek 
only when necessary. 

HBO isn't the only cable sta¬ 
tion offering dollops of computer 
generated SF. The Sci Fi Channel 
has finally jumped into the void 
with their first original series, 
MISSION GENESIS, loosely 
based on the Deepwater novels by 
ken Cat ran. In this weekly deriva¬ 
tion of the author's tales, six hand¬ 
some twenty-something clones are 
prematurely brought out of hiber¬ 
nation aboard a deep space vehicle 
when the ship and its precious car¬ 
go, the remnants of humanity, are 
threatened by an alien force. 

We never get to see this threat 
close up, only their CGI ship, but 
the whole episode was merely a 
means to an end: the newly awak¬ 
ened crew must get to know each 
other, rediscover their mission, 
and carry it out. Their only assis¬ 
tance is the memory implants 
imbedded in their brains and the 
hologram of the ship's computer, 
who was damaged during the ini¬ 
tial attack. 

Earth, you see, was devastated 
by a plague that eventually wiped 
out the Mars base as well, but not 
before the survivors managed to 
clone five of their best, install 
them and the genetic codes of 
mankind in Deepwater, and launch 
them into space to find a new 
world. With that backstory in 
place, the 13 episodes follow the 
humans and their hologram on 
various half hour adventures that 
bring them closer as a unit, but no 
closer to their final objective. It’s 
basically the GOOSEBUMPS of 
science fiction shows with Youth 
as a waving banner marching into 
the future. The stories aren’t very 
challenging—they have to remem¬ 
ber how to control the ship to 
avoid catastrophe, reinstate the 
programming of their computer 
before it destroys them all, and 
find trust, loyalty, and understand¬ 
ing in a harsh, unknown universe. 

There's lots of CGI to varying 

degrees of success, though never 
approaching the grandeur of any 
episode of BABYLON 5, and the 
young cast of unknowns handle 
themselves well with what they're 
given. The show isn't THE STAR- 
LOST by any means, but it’s no 
STAR TREK, either. Perhaps given 
time, and a chance to learn that 
Youth has its disadvantages as 
well. MISSION GENESIS can 
broaden its scope beyond its obvi¬ 
ous budgetary limitations. What is 
here is diverting, but not much 
else. 

Remembering our past, before 
age and experience became such 
an apparent burden, was a recent 
episode of Showtime’s THE 
OUTER LIMITS that dipped into 
the trough set before it and remade 
one of the original series’ most fa¬ 
mous episodes, “Feasibility 
Study” I’m a little embarrassed to 
admit that I'm unfamiliar with the 
original. (Well. I’ve been busy.) 
But the remake written (again ) by 
Joseph Stefano and directed by 
Ken Girolti is, very simply, one of 
the very best examples of televised 
SF in the history of the medium. 

A high-security neighborhood 
and its paranoid, distant residents 
are teleported to another planet 
where the controlling aliens have 
gathered similar groups from other 
worlds for study to discover which 
species can better serve them as 
slaves. Turns out we human types 
are quite resilient and are pegged to 
be the new worker class. But the 

aliens, and even some of the hu¬ 
mans, didn’t count on our species’ 
inner strength and demand of per¬ 
sonal choice. The gathered speci¬ 
mens purposefully expose them¬ 
selves to an alien disease to fool 
the overlords into believing the rest 
of humanity is just as unfeasible as 
the other species they’ve gathered. 
For people who didn’t even know 
nor care about their neighbors less 
than twenty four hours earlier, this 
is a truly noble and brave gesture 
of biblical proportions. 

Stefano’s textured script and 
Girotti's assured direction take a 
sc-fi cliche and make it gripping, 
touching entertainment. David 
McCallum stars in a performance 
that is a revelation for those who 
remember him only from his teen 
idol days in THE MAN FROM 
UNCLE. He proves once again 
what a crime type-casting is not 
only to the actor in question, but to 
the quality of our drama overall. 
The man deserves at least a Cable 
Ace. if not an Emmy nomination. 

Also concerned with the past 
was a special called TV GUIDE 
LOOKS AT SCIENCE FIC¬ 
TION. William Shatner hosted 
this smorgasbord that ran simulta¬ 
neously on USA and the Sci Fi 
Channel. The sweep of the show 
was not quite all of SF TV from 
the 1950s to today. Many glaring 
omissions were in evidence in an 
overview that ignores any com¬ 
ment of a remotely critical nature, 
and stands as a fluff piece as in¬ 

substantial and disposable as the 
publication that is its namesake. 

Beginning with the grandfa¬ 
thers of the genre. Shatner effuses 
over such early SF fare as CAP¬ 
TAIN VIDEO and TOM COR¬ 
BETT: SPACE CADET, playful 
SF adventures that ultimately 
yielded to the more thoughtful 
presentations of TALES OF TO¬ 
MORROW and THE TWILIGHT 
ZONE. In the show's one attempt 
at any thoughtful evaluation of its 
subject, the histories of the SF pro¬ 
grams are linked with the social 
and scientific advances and tur¬ 
moils of their times, but this tact is 
soon discarded in favor of quick 
clips, sound-bite interviews with 
SF collector Bob Burns, actors 
Jonathan Harris (LOST IN 
SPACE) and Robert Culp (THE 
OUTER LIMITS), and producer 
Chris Carter (THE X-FILES). 
Nothing of any real value is re¬ 
vealed, and this so-called 
overview includes such infantile 
programs as LOST IN SPACE and 
BATTLESTAR GALACTICA 
among the more revered programs 
of the genre. Brief clips from 
HOLMES AND YOYO and THE 
LOST SAUCER are added deri¬ 
sively—as they should be—but no 
real attempt is given to discuss 
their horridness, just as nothing 
new is added to the histories of the 
true classics of the genre, like 
STAR TREK. THE OUTER LIM¬ 
ITS. and THE X-FILES. 

TV movies arc ignored com¬ 
pletely, which is a shame. Clips 
from such TV features as THE 
OUESTOR TAPES. TOMOR¬ 
ROW’S CHILD, or THE LOVE 
WAR would have been a nice 
change of pace. And no such 
overview has ever spent a mod¬ 
icum of time on the promising but 
missed opportunities of such short¬ 
lived series as OUARK. the vary¬ 
ing qualities of THE MAN FROM 
ATLANTIS, or the value of such 
beloved imports as DOCTOR 
WHO and BLAKE’S SEVEN. 
What this genre deserves is a de¬ 
tailed tribute similar to Brown- 
low’s and Gill’s poetic HOLLY¬ 
WOOD: THE PIONEERS series^ 
something of substance and value, 
instead of the glancing pomp of vi¬ 
sual cotton candy like this. 

The Fall season promises to be 
the most SF-intensive in the histo¬ 
ry of television, if last summer 
was any indication, quality is on 
the rise. But like the entertainment 
industry has so often shown, it's 
belief in quantity has often outdis¬ 
tanced the quality of its output. 
Time will tell, and I’ll let you 
know. 
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Rico (Casper Van Dlen) beats a retreat from battle tank bug In STARSHIP TROOPERS. 

STARSHIP TROOPERS 
continued Tram page 50 

it was great and it was great 
working for Paul.’ It was just 
amazing; they were looking at 
it like this was a career high. 
My theory is: everybody had to 
work a little bit above their lev¬ 
el. They were all professionals, 
twenty-year people who were 
in the film business for real, 
and I think they were chal¬ 
lenged and they took the chal¬ 
lenge, and I think it shows in 
the movie.” 

The rumors did not stop 
with the wrap of principal pho¬ 
tography. One favorite during 
the post-production stage: that 
the Sony brass were not at all 
happy to discover that a 
“queen” bug (actually the all- 
controlling brain hug) had wound 
up looking less like an arachnid 
than a humungous parody of fe¬ 
male genitalia. Verhoeven as¬ 
cribed the story to misperception: 
“That started with somebody 
telling Variety that it looked like a 
vagina, or something like that. It 
was an article of Michael Flem¬ 
ing’s or something in Variety. I 
never saw it; it had to be pointed 
out to me. All the studio execu¬ 
tives and the top brass of Sony 
have seen the movie, and I would 
think they would be the first peo¬ 
ple to be afraid of this. But there 
was no comment at all; nobody 
sees it that way. It’s really an in¬ 
sect orifice: the palp comes out 
and kills you. That’s what it is, but 
if you start looking in a certain 
way only at the orifice, yeah, you 
could mistake it. When you see [it 
in action], because it's clearly 
about something else, it doesn't 
come to the mind.” 

More vexing for the production 
has been the continued speculation 
as to why Sony decided to push 
TROOPERS from its potentially 
lucrative, July 2nd opening to its 
current berth on November 7th. “I 
believe that the studio felt that this 
summer was extraordinarily 
crowded,” said Davison, echoing 
statements heard from many of the 
top-level personnel. “Most of the 
pictures were either sequels or 
star-driven, so there was some 
kind of marketing hook to hang 
them on. The studio wanted to 
have STARSHIP TROOPERS in 
time to screen it well in advance 
for audiences and press, to start 
building up positive word-of- 
mouth. If we had to make the July 
2nd release date, it would have 
been delivered just days before the 
release and the screenings couldn’t 
have happened. The result of the 
delay is that we have been able to 
spend even more time on the spe¬ 
cial effects (especially the space¬ 
ship sequences) and have been 

able to make them bigger and 
more elaborate than we would 
have if the film had been released 
earlier." 

While this reasoning contains a 
core logic—no point in releasing a 
mega-budget blockbuster if you 
can't work up a good head of P.R. 
steam to herald its arrival—it beg 
an important question: why, nine 
months after the wrap of principal 
photography and over a year after 
the start of production, was the 
show still awaiting shipment of its 
special effects? Definitive answers 
are not forthcoming, but sources 
close to the production claimed the 
problem could be traced to Sony 
Imageworks who overestimated 
their ability to bring the aforemen¬ 
tioned spaceship sequences in on- 
time, and so necessitated the 
eleventh-hour recruitment of In¬ 
dustrial Light and Magic, BOSS 
Films, and Mass Illusion to pick 
up the slack. Though all represen¬ 
tatives of SPI stated that they 
would have been able to meet the 
July 2nd release date, most also 
admitted that work delivered on 
such a schedule w'ould have been, 
at best, a compromise. “This was a 
large amount of work that had to 
be executed in a relatively short 
amount of time,” said SPI senior 
visual effects supervisor Scott E. 
Anderson. “Particularly given the 
industry right now, where every¬ 
one this year was so swamped, we 
couldn’t just hire everyone in the 
world we wanted to. We had to try 
to build a small team that could get 
the work done. The overall focus 
of building that team, getting the 
facility on-track, trying to keep 
everything flowing forward and 
keeping Paul happy was always 
quite a challenge.” 

Said ILM’s George Murphy, “I 
think probably more at issue was 
the fact of just the competition for 
resources with CONTACT [anoth¬ 
er show simultaneously in produc¬ 
tion at SPI|. Sony’s working on a 
lot of big projects at one time, and 

1 think with TROOPERS—like 
any film like this—as you get into 
it and you really start to flesh out 
what's happening, the work tends 
to grow. That's been true on al¬ 
most any film 1 ‘ve ever worked on 
here. How easy or how hard it is to 
deal with that will depend on how 
much resource pad you have going 
at the time. Sometimes you can 
throw people and machines at 
something and get nut of a real 
bind; sometimes you don’t have 
that." 

For his part. Verhoeven choose 
not to level responsibility at peo¬ 
ple who. by all accounts, invested 
blood, sweat, and tears in his pro¬ 
ject. Instead, the director cited a 
newspaper report that Sony Pic¬ 
tures opted to replace STARSHIP 
TROOPER in the Julv 2 slot with 
MEN IN BLACK, from Spiel¬ 
berg's Amblin production compa¬ 
ny. which was originally sched¬ 
uled to open in June, shortly after 
the Memorial Dav debut of Spiel¬ 
berg’s THE LOST WORLD. 
"Spielberg and the other people 
wanted these days, and had more 
clout than we have,” said Verho¬ 
even. “At least that's what I read in 
the newspaper; nobody said that to 
me.” 

Whether or not Spielberg exert¬ 
ed any influence to prevent his two 
Amblin productions from opening 
close together, it made sense for 
Sony not to place MIB in competi¬ 
tion with the Universal Pictures 
dino-opus. Given STARSHIP 
TROOPERS’s rumored effects de¬ 
lays, the maneuvering may well 
have saved Verhoeven and crew 
from rushing to market with a 
product that could have been 
markedly better. 

Said Verhoeven, “Look at how 
MEN IN BLACK is doing. That 
was our original date, wasn't it? 
So we were there, and then they 
basically moved us to the end of 
July, and then AIR FORCE ONE 
took that date, so we were sudden¬ 
ly in November. And I must say, to 

be honest about the whole 
thing and without holding it 
against anybody, in retrospect 
it was an excellent decision. 
Because it gave us the time to 
do the effects as we wanted 
them.” 

in the end. it is just as likely 
that no one will even remem¬ 
ber the lateness of TROOP¬ 
ERS’ effects. However, though 
one can never underestimate 
the appeal of digitally-en¬ 
hanced explosions, rampant 
killer bugs, and enough blood 
to float James Cameron’s TI¬ 
TANIC. this stuff was designed 
to be seen in summer. “I’ve ac¬ 
cepted it,” said Neumeier of 
the delayed opening. “I’m dis¬ 
appointed—I think this movie 
could have tom up the summer, 

but that’s just my sort cf red-meat, 
macho bent towards my business.’’ 
Added Verhoeven, “Is it a pity that 
a movie that was supposed to be a 
summer movie is now a fall 
movie? Yeah, probably. Will it af¬ 
fect the movie financially? I’m not 
sure. Am 1 happy that I got the ex¬ 
tra time? Yes. I am. 1 think we 
could do a better job this way than 
having released in the beginning 
of July. Yeah, I had to swallow 
hard for a moment, After that I was 
happy with the delay.” 

Exactly how happy Verho¬ 
even will be may depend on how 
eager the public is to go where the 
director is leading. As with 
ROBOCOP and TOTAL RE¬ 
CALL. Verhoeven is walking the 
line again, depicting a functional, 
fascist society that’s bracketed 
with a prominent set of air-quotes, 
but that’s also presented with such 
slam-bang, mass-market appeal 
that viewers with more than two 
brain-cells to rub together are like¬ 
ly to begin questioning their own 
willingness to be seduced hy the 
happy, shiny futures that haven’t 
been so overt in delineating the so¬ 
cial costs involved. 

For Neumeier. so complex a 
balancing act has definite appeal: 
“It could engender responses in 
people that are in contradiction. 
The fascism is clearly labeled as 
fascism, and some people could 
take it as. Wow, cool—fascism!’ 
and other people could take it like. 
'My Grid! They’re talking about 
fascism!' But I think that that’s 
kind of amusing, because it makes 
fun of what people want right now. 
I was reacting a little bit to the sort 
of P.C. environment we’ve had in 
the last five years. What you have 
is this contradiction: here is a PC. 
world that works, but it happens to 
be a military dictatorship. I think 
that’s something that’s interesting 
to think about.” 

Concluded Verhoeven, “There’s 
a certain irony to [TROOPERS so- 
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cicty], of course. It's not as if 
I’m a strong believer that that’s 
the way to do it:, it’s just that 
these people in this society be¬ 
lieve in it. There is a kind of a 
nuanccd situation here: the 
characters are likable, but at the 
same time you would put a 
question mark behind their po¬ 
litical outlook. But that, for me, 
is the situation in the United 
States, anyhow. In the FedNet, 
sometimes there are elements 
shown where it says, ‘Cen¬ 
sored.''And if you follow the 
debates about the television rat¬ 
ing system, you can certainly 
see that, in a disguised way, it’s 
the same kind of censorship sit¬ 
uation. In my view. I’m still 
mirroring elements of Ameri¬ 
can society in the movie. It’s 
just not an exercise in thought; it’s 
clear that there are elements of 
American society that have a high 
regard for the military and would 
argue that violence is the only way 
to solve things. That's doubtful, but 
that's the society that I’m portray¬ 
ing. 

“You can really look at this and 
say, *ls this utopia or dystopia?’ 
Mcinlcin is much more straight 
about it—there’s no criticism or 
irony in the book. I don’t believe 
in it, of course, but my characters 
do. And that’s what makes it inter¬ 
esting.” □ 

ILM/STARSHIP 
roDlinurd from page 23 

ILM committed two motion- 
control stages and a CGI crew of 
about twenty to the project. One of 
the most complex tasks to confront 
both facilities was the mating of a 
CGI fleet-trainer to a 60-foot long, 
motion-control tunnel. “They fly 
through the interior of this lunar 
ring," said Murphy, "and up. out to 
the exterior. There's a whole, very 
long tunnel sequence in there and 
we ended up building that model 
from scratch. As the motion con¬ 
trol roves through this tunnel, 
every six inches we have to pull it 
apart. It was manipulated on 
hinges so that we could reassem¬ 
ble it and pull it apart on the fly as 
we went. Worked very well.” 

ILM discovered—along with 
their brethren over at SP1—that 
some tried-and-true effects tech¬ 
niques still have value in the com¬ 
puter age. “Considering the 
amount of things they’re trying to 
shoot,” said Murphy, "there’s a lot 
you can get out of building a mod¬ 
el and then being able to light it, 
move it around. While computer 
graphics gives you a certain kind 
of flexibility, it also has a sort of 
penalty, a kind of a time-lag on the 
front-end on what it takes to actu¬ 
ally get there. You can, in a few 
days, make some very consider¬ 

able changes on a physical model 
that might take you a few weeks in 
computer graphics just to get it all 
tweaked with the level of detail 
that you’re after. 

“A few years back, everybody 
thought that CG was going to be 
the answer to everything, every¬ 
thing was going to be CG. Really, 
the right answer is you keep your 
toolbox and your variety of tech¬ 
niques and you use the best mix of 
things for the shot.” 

SONY IMAGEWORKS 
amtinurd from pigt 2$ 

editing. “We’re doing shots that 
work in long trains of continuity,” 
explained Radford. “That is: in¬ 
stead of having a big payoff shot 
with a lot of ships moving around 
in space and relating to each other, 
and then cutting back inside to a 
complete reverse where you just 
see someone’s face reacting to it, 
then jumping out again where 
things have progressed in time, we 
will see an event start from one 
camera position, say a God’s-eye 
point of view, then pop back into a 
ship that is witnessing the same 
thing, looking out the window, so 
that from shot to shot to shot to 
shot, we have to keep everything 
working in continuity right down 
to the pyro explosions and the sub¬ 
tleties of motion and positioning. 
That’s actually really tough to do, 
and you'll notice that people have 
very cleverly avoided dealing with 
that in previous films that have 
done this.” 

“The kind of space battles 
you’re looking at in this picture 
are way beyond anything any¬ 
body’s ever seen before,” con¬ 
firmed Merkcrt. “The amount of 
destruction—the amount of may¬ 
hem events, let’s call them, arc tru¬ 
ly amazing: there are ships that arc 
hit; there are ships burning in the 
background; the ship that the cam¬ 
era is on gets hit. And all of it ties 
together very understandably to 

the viewer. It’s as if you've got 
twenty cameras tin a flotilla of 
ships in the Pacific Ocean when 
they’re attacked by bombers. You 
can see the entire event from any 
point of view you wish, and it al¬ 
ways makes sense from wherever 
you view it. 

“One of the things we're doing 
is we’re keeping viewers in the 
movie by making the spaceship 
shots believable in context of the 
movie. We give them a real high 
level of finish, and that means that 
viewers don’t pop out of the movie 
by seeing mistakes or shots that 
have less production value than 
others. You simply can’t do that 
with non-digital technology. The 
kind of compositing that we’re do¬ 
ing, the kind of 3D elements, ef¬ 
fects animation elements (hat are 
in the show, just aren’t available 
with non-digital techniques.” 

TIPPETT 
ronlinurd from pijsr 27 

own. Instead these little chariot 
bugs swarm around beneath him, 
and kind of lift him up from the 
ground." 

Once the brain bug was de¬ 
signed. his movements were en¬ 
hanced by studying footage of real 
insects, particularly an undulating 
Queen Bee larva. “That footage 
was really hideous and disgust¬ 
ing,” recalled animator Blair 
Clark, “but it really helped the ani¬ 
mators working on the brain bug, 
because it inspired these undulat¬ 
ing ripples we have going through 
him.” 

Although the bulk of animation 
was done by animators sitting at a 
computer screen, clicking a 
mouse, several stop-motion ani¬ 
mators, like Tom Gibbons, Randy 
Link and Kirrie Edis elected to 
work with the motion-input device 
that Tippett devised for JURAS¬ 
SIC PARK. “The bug input device 
allows animators to use an arma¬ 
ture with encoded sensors on it,” 

explains Tippett. “Whatever 
character you’re working with 
in armature form is displayed 
in wire-frame on a computer 
screen. You manipulate the ar¬ 
mature from pose to pose, just 
as you’d do with a stop-motion 
model, and the encoded sen¬ 
sors translate that same move¬ 
ment to the computer model. 

“The corollary between 
stop-motion work and CGI 
work is really close,” main¬ 
tains Tippett. “Once stop-mo¬ 
tion people get past the tech¬ 
nology it's very easy, because 
you’re working in three di¬ 
mensions, and it’s a lot easier 
for 3-D people to work in a 
virtual 3-D world, as opposed 
to 2-D animation. It invites a 
lot more people to work in an¬ 

imation.” □ 

IRONSIDE 
coDtitturd from page 2% 

to overcompensate for it. I wanted 
to make him more human as his 
humanity was basically being less 
and less called upon.” 

And as far as Michael Ironside 
was concerned, Paul Verhoevcn 
was reason enough to climb 
aboard STARSHIP TROOPERS. 
“I actually accepted this film be¬ 
fore they negotiated any money. I 
said. ‘Yeah. If it’s Paul.'I’ll do it.’ 
it’s hard to explain or to get some¬ 
body to understand what it is to 
work with somebody who knows 
what he’s doing. I’ve done quite a 
few films; I’ve probably only 
worked with, at best, a dozen di¬ 
rectors who have a vision, who 
have their journey through the for¬ 
est plotted, and no matter what the 
pressures they stay on that journey. 
Whether you agree with their vi¬ 
sion. or agree with their point of 
view doesn’t matter. They are out 
to tell their story their specific 
way. and are very much in control. 
Paul’s one of them; David Cronen¬ 
berg’s another; so are Walter Hill 
and Tony Scott. 

“I’ll tell you why I enjoy work¬ 
ing with Paul: you’ll find directors 
that deal with close-ups and 
they’re right there, but when it 
comes to an insert shot or a master 
shot or something like that, you’ll 
see them sort-of relax. Paul puts 
the same amount of energy into 
every shot. I don’t care if it’s an 
over-thc-shoulder, insert shot of a 
piece of paper, or whether it’s a 
huge master shot with three hun¬ 
dred people getting slaughtered, or 
whether it’s a love-scene close-up. 
They all get that same, incredible 
focus. That makes me feel very, 
very safe. There’s no doubt who 
the storyteller is. 

“The parent of the picture is in 
charge—all I have to do is my job. 
That’s a wonderful place to be.” □ 
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cnalinurd from pagr 13 

because he hadn't worked here yet. 
On some level we knew it would be 
more work-intensive, hut worth it." 

Principal photography took 
place through the winter and 
spring of this year. Shooting fell 
behind schedule in part due to the 
language barrier between Jcunct 
and his cast, and the director’s un- 
familiarity with making a big-bud- 
get film in America, where crews 
are larger and differently struc¬ 
tured that in France. There were 
script changes as well: budget con¬ 
siderations led to the dropping of a 
few action sequences and the writ¬ 
ing of a more cost-conscious cli¬ 
max. Ultimately, a summer release 
was moved hack to November to 
accommodate the lengthened 
shooting schedule and the film’s 
elaborate post production phase, 
including the computer animation 
of a new alien hybrid. 

According to Whedon, the 
challenge of such revisions is to 
maintain the original dramatic 
structure. “The first consideration 
was that everything inform the 
same emotional arc. For me, it’s 
all about Ripley's arc, and I spent a 
lot of time dealing with resurrec¬ 
tion and what these things mean to 
me. It is about humanity and Rip¬ 
ley reclaiming herself, accepting 
herself, and resurrecting her identi¬ 

ty after they resurrected her body." 
“Jean Pierre has done an amaz¬ 

ing job." concluded Saralegui. 
“He’s killing himself, but he’s 
making a great movie. Every shot 
is gorgeous. The performances are 
really good. Usually, I’m very 
measured about how good these 
things are. but I'm more than hap¬ 
py with it. This one has a com¬ 
pletely distinct vision, more than 
any other one in the scries.” 

PRESIDENT’S ANALYST 
rttolinucd from pag? 53 

usual TV broadcasts. The few sec¬ 
onds of restored footage (including 
expanded credits) add nothing to 
the plot, but do improve the timing 
of some scenes, and the color is 
definitely superior to that of most 
TV prints. Unfortunately, for 
copyright reasons, the original 
Barry McGuire song accompany¬ 
ing one of the film’s most effective 
scenes has been replaced with a 
soundtrack much less appropriate 
in lone, so you’ll probably want to 
get both versions to savor the 
film’s full effect. 

Maxwell Smart and the Man 
from U.N.C.L.E. may seem like 
little more than cultural kitsch to¬ 
day, but the President’s Analyst is 
still contemporary and wholly rel¬ 
evant three decades later. His fear, 
frustration, and ultimate anger arc 
all-too-recognizablc to the cvery- 

man of the ‘90s. Whether Flicker’s 
solutions to his universal dilem¬ 
mas are viable is a question which 
still demands an answer. As the 
deadline for solutions appears to 
be drawing closer. THE PRESI¬ 
DENT’S ANALYST is more time¬ 
ly viewing than ever before. 

BIBUOFILE 
rontmurd from pagr 53 

Chaney, Jr.) destroyed Dracula 
(Bela Lugosi) by grabbing the 
vampire (in hat form) and plung¬ 
ing from a balcony into the sea. 
(Melton is obviously thinking of 
either HOUSE OF FRANKEN¬ 
STEIN or HOUSE OF DRACU¬ 
LA.) His listing for HOUSE OF 
DARK SHADOWS, the 1971 film 
of the TV soap opera, has Carolyn 
Stoddard played hy Kathryn Leigh 
Scott, when she was actually 
played by Nancy Barret; Scott 
played Maggie Evans. Melton then 
confuses the character of Maggie 
with Victoria Winters, who he 
claims was played by Lara Parker. 
Actually, Alexandra Moltke 
played Winters, and Parker played 
the witch Angelique—but only on 
the show; neither these characters 
nor the actresses appear in the 
film! Mistakes like these abound, 
calling into question the book’s 
usefulness as a reference guide. 

All four of these books contain 
at least some useful information. 

hut none is indispensable. Though 
the new Creatures Features might 
appeal to those who own the previ¬ 
ous editions, the three Video- 
Hound guides overlap in so many 
areas (do you really need three 
similar reviews of Jim Wvnorski’s 
NOT OF THIS EARTH?) that 
their combined purchase price of¬ 
fers poor return on your invest¬ 
ment. Additionally, any self-re¬ 
specting vampire buff will steer 
clear of Vampires on Video and 
look for David J. Skal's V is for 
Vampire, instead. 

FACE/OFF 
runt in uni from pxgr 47 

while sympathizing with his aims. 
Casey, on the other hand, though 
obsessed with hunting down Troy, 
never becomes an anti-hero—be¬ 
cause. after all. he is trying to stop 
a man who wants to kill large 
numbers of people for no apparent 
reason. The result is a film that 
never calls into question Holly¬ 
wood's typical good guy-bad guy 
dichotomy as much as BLADE 
RUNNER Ultimately, FACE/ 
OFF’s plot device is put to good 
use, and it does lend a certain the¬ 
matic subtext that grounds the ac¬ 
tion. But it is the action, not the 
subtext, that is the key attraction 
here. And that is more than 
enough to make this a worthwhile 
effort. 
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Christopher Lee (I) and Francis Matthews in ORACULA PRINCE OF DARKNESS 
(1965). now available on laser disc, with audio commentary by the cast 

LASERBLAST 
umfintirri from p«gt 54 

(Richard Wordsworth), has sur¬ 
vived, and his physical structure is 
changing. Ouatcrmass concludes 
that an alien menace has invaded 
Caroon’s body and absorbed his 
companions. The film is an intelli¬ 
gent condensation of Nigel 
Kneale's riveting TV serial, and 
writer-director Val Guest s docu¬ 
mentary-like style give the story 
added weight and helievability. 

The boxed set also includes 
Curt Siodmak’s best directorial ef¬ 
fort. MAGNETIC MONSTER, a 
gripping science fictional mystery 
starring Richard Carlson and King 
Donovan. It's about a lone wolf 
scientist's accidental invention of 
a monster element that incorpo¬ 
rates impressive special effects 
footage from the German film 
GOLD. Next is a lettcrboxcd 
transfer of the rare CinemaScope 
and color science fiction western 
THE BEAST OF HOLLOW 
MOUNTAIN, which suffers from 
a ponderous beginning involving 
Guy Madison and Carlos Rivas as 
cattlemen with a Mexican ranch 
(along with some offensive His¬ 
panic stereotypes), but also offers 
an exciting climax beginning on 
side five featuring the legendary 
Willis O’Brien's stop motion ef¬ 
fects of a Tyrannosaur attacking 
the cowboys. Lastly, the set ends 
with Edward L. Cahn’s INVISI¬ 
BLE INVADERS, in which dis¬ 
embodied invaders assume control 
of corpses. Unfortunately, the nar¬ 
rative of Cahn's film is not tightly 
focused, and the film meanders to 
its final, unimpressive conclusion 
as John Agar. Robert Hutton. 
Philip Tongc, and Jean Byron re¬ 
treat to Bronson cave to create a 
counter-weapon against the in¬ 
comprehensible invaders and save 
the day. All films are transferred 
from sharp prints and are gener¬ 
ously chapter encoded; trailers for 
MAGNETIC MONSTER and 
THE OUATERMASS XPERI- 
MENT have also been included. 

Another treat for science fic¬ 
tion fans is the double-disc release 
of a pair of the better ‘70s sf films: 
COLOSSUS: THE FORBIN PRO¬ 
JECT and Douglas Trumbull’s 
SILENT RUNNING (MCA Home 
Video). Both features are letter- 
boxed. sharply transferred, and are 
chapter encoded. COLOSSUS, 
based on the novel by D.F. Jones, 
concerns the creation of a super¬ 
computer with artificial intelli¬ 
gence that will provide the U.S. 
with the perfect national defense. 
Unfortunately, Colossus has a 
mind of its own and uses the 
weapons under its control to extort 
the U.S. to establish a link with 
Guardian, its secret Soviet coun¬ 

terpart. Eric Braeden stars as 
Colossus’ creator who tries to re¬ 
gain control of the project while 
under Colossus' intense scrutiny. 
The film even eschews the typical 
Hollywood ending for a more 
adult one. 

SILENT RUNNING, on the 
other hand, is more visually opu¬ 
lent but more problematic. The 
hardest thing to swallow is its ba¬ 
sic conceit that Earth has become 
totally environmentally controlled 
and that the last remaining forests 
have been shipped out on trans¬ 
ports orbiting Saturn. On the plus 
side, it features one of Bruce 
Dern’s finest performances as 
Lowell, the last man w ho cares 
about the forests, w'ho turns on his 
companions when their destruc¬ 
tion is ordered. It also features 
three fascinating robots (played by 
paraplegic actors) that audiences 
come to care about without totally 
anthromorphizing them, along 
with impressive spaceship effects 
from Douglas Trumhull. who cre¬ 
ated some of the more realistic 
spacecraft in films up to that time. 
(The interiors, shot on an aban¬ 
doned aircraft carrier, are also 
highly realistic). Some might ob¬ 
ject to its obvious, pro-ecology sen¬ 
timentality (the script is by Deric 
Washburn, Steve Bocho, and 
Michael Cimino), and the run 
through Saturn’s ring sequence 
docs not really work, but I still find 
it a simple and affecting film of a 
man rebelling against the processed 
crap back on Earth, fighting loneli¬ 
ness and madness, and sending at 
last a hopeful message to the stars. 

Also underrated is director By¬ 
ron Haskin’s THE POWER, which 
MGM/UA has released in letter- 
boxed form on a double disc with 
producer George Pal s misfired 
fantasy ATLANTIS, THE LOST 
CONTINENT. THE POWER ben¬ 
efits from being based on Frank M. 
Robinson's interesting SF novel. 

George Hamilton plays a scientist 
at a research facility where it is dis¬ 
covered that one of their number is 
a superintendent being with in¬ 
credible mental powers, perhaps 
the next step in man’s evolution. 
Unwilling to be exposed, the cul¬ 
prit. who once had the name Adam 
Hart, causes Hamilton to be fired 
and other scientists to die. As 
Hamilton investigates Hart's back¬ 
ground. he is repeatedly attacked 
and vital information begins to dis¬ 
appear (the plot is in part a varia¬ 
tion on Welle’s CONFIDENTIAL 
REPORT, aka MR. ARKAD1N). 
As with any George Pal production, 
there are a few impressive effects 
sequences, and the talented cast in¬ 
cludes Suzanne Pleshette. Michael 
Rennie. Earl Holliman. Arthur O’¬ 
Connell. Aldo Ray, Yvonne De 
Carlo, and Richard Carlson; but the 
story, which takes more than a few 
unexpected turns, is what really 
shines. Hie film deserves a far bet¬ 
ter reputation than its relative ob¬ 
scurity would indicate. 

Unfortunately, the same cannot 
be said of ATLANTIS. T1 IE LOST 
CONTINENT, w hich I enjoyed at a 
kiddie matinee years ago. but 
which does not hold up well. An¬ 
thony Hall stars as a Greek fisher¬ 
man taken to the lost continent after 
rescuing the princess (Joyce Tay¬ 
lor). He is persecuted by the jealous 
Zaren (John Dali) who has a doctor 
(Barry Kroeger) transform slaves 
into Beastmcn that mine a giant 
power crystal which Zaren hopes to 
use to conquer the world. There is 
also GET SMART’S Edward Platt 
as a hypocritical high priest who 
believes in the one true Grid and 
who disrupts Zaren s plan long 
enough to unleash lots of stock 
footage from QUO VADIS and 
sink the island. The stilted dialogue 
and performances sink the film a lot 
sooner. Both films on this set fea¬ 
ture the lush color typical of Pal 
productions. 

OFFICE KILLER 
HMilinurd from pagt 4.1 

the last gory effects movie, and 
horror film makers are begin¬ 
ning to realize that there are few 
new thrills for an audience de¬ 
sensitized by years of blood and 
guts. 

Sherman agrees: “There were 
some final script versions that I 
had actually toned down because 
they had been written so that 
you’re seeing her hack off the 
hands and watching what’s being 
done to people’s bodies. I obvi¬ 
ously wanted all that to be off¬ 
screen. Even though I think I 
made the film that I intended to 
make, now I’m starting to ques¬ 
tion how it's been talked about. I 
just get nervous about people’s 
expectations. This is a different 
sort of business than making art, 
because there’s more money in¬ 
volved and it's sort of out of my 
hands at this point But I’d rather 
people know that it's not a blood 
and guts fest.” 

Cindy Sherman's strange title 
effects, and unconventional use 
of the camera in shooting the 
gorier elements of the tale, lend 
artistic subtlety w ithout veering 
into showiness. Perhaps if, as she 
said, she could have had a bigger 
budget, we would've seen more 
effects or more style, but we may 
have lost the inventiveness that 
occurs when an artist finds ways 
to solve problems out of necessi¬ 
ty, yet at the same time uses that 
necessity to achieve an unexpect¬ 
ed approach. 

The film will be released on 
December 3 in Los Angeles. New 
York. San Francisco, and Chica¬ 
go, in art-house theatres for a 
limited two-week run. 

And. mused Sherman, “De¬ 
pending on how it does. I guess 
(that will determine! where else it 
goes.” □ 
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office. $1 per turn! Call our fax-on-demand 
line at 800 745 0281 or visit our Web site at 
http ://www faxattax com 

MOVIE* MON ST EH SI M RARE. SCARCE 
American/Foreign MONSTER MAGS/BOOKS, 
I920S-90S memorabilia on MOVIE/TV MON¬ 
STERS* DINOSAURS, ROBOTS. ALIENS, 
ANIMATION. Harryhausen, O Br*en, Disney. 
Danforth, toys. STAR WARS, TREK, MOR£l!1 
EXTENSIVE CATALOG!!' $5 to CINEWON* 
DERS / POP 67492 L A CA 90067 
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Call in your charter 12-issue subscription today and you receive as your 
first monthly issue our cover story on The Sexiest Figures in James Bond 
(shown right). Plus as our free gift to new subscribers, choose any one of 
our rare or recent back issues below. You save over $23 off the newsstand 
price with our special 12-issue rate, and get a collector s edition back issue 
free! Use our toll-free number (shown below) to subscribe today! 

You won't want to miss our next issue devoted to Hong Kong action star 
Michelle Yeoh, star of TOMORROW NEVER DIES, the new James Bond ad¬ 
venture. London correspondent Alan Jones interviewed Yeoh on the set of the 
new Bond epic during filming at Pinewood Studios. And in a nostalgic compan¬ 
ion piece, Bond expert Mark A. Altman picks The 50 Sexiest Figures of James 
Bond," a lushly illustrated survey of the best the series had to offer. Also, in the 
same issue, the next millennium's Sci-R Siren, introducing Tina Cote, whose 
leading men include Christopher Lambert and Rutger Hauer. Cote has been 
cast as androids, assassins and femmes fatale in the likes of HEATSEEKER, 
MEAN GUNS and OMEGA DOOM, now featured in a scorchy photo spread 

shot exclusively for Femme Fatales. 
Plus, the debut of a new live-action embodiment of temptress Vam- 

pirella, and a profile of comic illustrator Amanda Conner, and a look at 
Edgar Rice Burroughs' ‘40s serial JUNGLE GIRL. Subscribe today and pick 

up those back issues you may have missed! 

Subscribe Now at Money-Saving Rates and 
Take any Back Issue Below as Our Gift! 

Volume 1 Number 4 
Traci Lords lifts herself into 

the mainstream, BABYLON 5 
stars explore the woman s world 
of sci-fi TV. $8*00 

Volume 2 Number 2 
The women of DINOSAUR 

ISLAND. Sheena Easton. Monique 
Gabnelle's true confessions and 
Beverly Garland $8.00 

Volume 2 Number 3 
Lydie Denier, TV TARZAN's 

Jane rethinks her work on 
erotic thrillers. Sara Suzanne 
Brown, beach bunny. $8.00 

Volume 2 Number 4 
Rebecca Ferratti in ACE 

VENTURA. Melanie Shatner, 
"Captain Kirk s' daughter, is down 
to earth. $8.00 

Volume 3 Number 1 
Oscar-nominee and paparazzi 

lave Sally Kirkland recalls her 30- 
year career. Plus Cameron Diaz, 
'90s bombshell $8.00 

Volume 3 Number 2 
Julie Strain—from Penthouse 

model to action star. Anti-starlet 
Tina Desired Berg wages war on 
"bimbo rotes' in SLiVER. $8.00 

Volume 4 Number 1 
Action star Cynthia Rothrock, 

reveals her "softer" side. Unnea 
Quigley, "scream queen" to writer 
and TV hostess $8,00 

Volumes Number 8 
Features 50s blonde bombshell 

Mamie Van Doran as she recounts 
her career Also, MARS ATTACKS' 
Sarah Jessica Parker, $8.00 

Volume 5 Number 8 
London Night s comic book 

femmes: Carmen Electra, Vanesa 
Talor and more. Also. 20 years of 
EMMANUELLE. $8.00 

Volume 6 Number G 
Dina Meyer of STARSHIP 

TROOPERS hopes to be a sci fi 
icon. Plus, the Cannes film fest and 
XENAs Hudson Lek*. $8.00 

ORDER TOLL FREE BY PHONE, 1-800-798-6515 OR USE ORDER FORM, SEE PAGE 61 



“Thumbs up 
Roger Ebert, 

SISKEL & EBERT* 

A zippy new adventure 

to delight fans...” 

Janet Maslin, 

THE NEW YORK TIMES* 

“This isn’t kitsch, it’s a super 

dash where humans are just 

ants at the picnic. The high¬ 

lights are the most excellent 

pitched battles between the 

fire-spewing turtle and the 

churlish lizard-birds. 

Gamera to Gyaos: You guys 

are prehistory!” 
’*'■ ir '' 

Thelma Adams, 

NEW YORK POST* 

“It’s Fights! ‘Gamera’! 

Action! Giant monster 

mouie fans seeking a 

big-screen treat will find 

it here! It beats the hell 

out of Tyson-Hollyfield.” 

to. Phantom ol the Movies, 

NEW YORK DAILY NEWS* 

“GAMERA is giddy, wall-to- 

wall mayhem. The special 

effects are first rate and 

the filmmakers have a grand 

time flattening landmark 

after landmark.” 

Andrew Johnston, 

TIME OUT* 

“...the filmmakers have done 

a brilliant job of punctuating 

this overall high quality with 

a continual series of knock¬ 

out 'money shots’ that hit at 

just the right dramatic 

moments, supplying the nec¬ 

essary ‘oomph’ to push this 

over from being merely 

diverting to being outright 

exhilarating.” 

Steve Biodrowski, 

CINEFANTASTIQUE* 

“The computer graphics are 

outstanding... one of the best 

of all the giant monster films. 

David Milner, 

CULT MOVIES* 

He's Mean! He's Green! 
He's Back On The Screen! 

www•advfi1ms 
1-800-282-7202 
5750 Blntllll #217, Houston, TX 77036 A.D.V. FILMS 


